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ABSTRACT OF DISSERTATION

TEACHER PERSPECTIVES ON THE INFLUENCE OF PARTICIPATION IN
DALCROZE TRAINING IN THE K–12 MUSIC CLASSROOM:
A MIXED METHODS STUDY
The purpose of this mixed methods study was to examine the teacher perspectives
on the influence of participation in Dalcroze training in the K–12 music classroom. A
primary goal was to investigate how Dalcroze training influenced music teachers’
classroom instructional practices. An explanatory sequential mixed methods design was
use for this study. Participants (N = 91) completed a cross-sectional survey, the Dalcroze
Training Experience Questionnaire (DTEQ). Interview participants (N = 6) were selected
using stratified sampling based on their years of Dalcroze experience and not
demographic characteristics. Each participated in one semi-structured interview.
Quantitative data was analyzed using a two-way factorial analysis of variance
(ANOVA). Quantitative results indicate that there was a statistically significant twofactor interaction effect between the amount of Dalcroze training and teaching experience
and the amounts of time spent with movement in the classroom F(12, 71) = 2.32, df = 12,
p = .004).
Qualitative data were analyzed using an empirical, transcendental
phenomenological approach; the phenomenon for this study is the experience of
participating in Dalcroze training. Using Moustaka’s (1994) four-step phenomenological
data analysis, the researcher: (1) underwent epoche, (2) engaged in the process of
phenomenological reduction, (3) completed an imaginative variation, and (4) engaged in
intuitive integration. An essential, invariant structure, or central underlying meaning of
the experience was discovered to highlight the common experiences of the participants.
Four themes emerged: understanding Dalcroze; the benefits of Dalcroze, Dalcroze
training, and the impact on the music classroom. Participation in Dalcroze training

influences participants and their music classrooms in various capacities. The culminating
essence of Dalcroze training includes experiential learning opportunities, enhanced
teaching skills, enhanced musicianship, and differential learning opportunities.
Additionally, participants of Dalcroze training reflected influential changes to their own
teaching practices and their own musicianship. Subsequently, participants perceived an
increase in student participation and the understanding of musical concepts being taught.
This study promotes positive social change by investigating an experiential way
of learning that could improve teacher effectiveness in the K–12 music classroom and,
ultimately, lead to improved student learning.
KEYWORDS: Dalcroze, Eurhythmics, Kinesthetic Learning, Embodied Pedagogy,
Experiential Learning, Active Learning
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CHAPTER 1: INTRODUCTION
Music educators need to grow and improve in order to meet the needs of their
students and the demands of an everchanging educational climate (Abeles & Custodero,
2010; Allsup, 2016; Barret, 2006; Bush, 2007; Conway, 2003; Danielsen & Johansen,
2012; Hammel, 2007; Schmidt & Robbins, 2011). It is a struggle for music teachers to
keep up with the everchanging demands of what they are called to do along with what
they are expected to know and do (Barrett, 2006). Professional development is a common
way for music teachers to grow and improve (Barret, 2006; Bauer, 2007; Bauer & Berg,
2001; Bush, 2007; Conway, 2003; Danielsen & Johansen, 2012; Garet et al. 2001;
Hammel, 2007; Schmidt & Robbins, 2011). Professional development is defined as a set
of activities designed to promote change in a teacher’s knowledge base and actions in
order to develop their knowledge and skills to address students’ learning challenges
(Hookey, 2002; Richardson & Placier, 2001).
There are many forms of music education professional development that include
single day workshops, in-service conferences, collaborative learning, online learning,
informal interactions, and extended training held at the district, state, and national levels
(Barrett, 2006; Price & Orman, 1999, 2001; Schuler, 1995). Professional music education
organizations such as the National Association for Music Educators (NAfME) offer
professional development for music teachers to help them stay current with educational
trends and refine their teaching skills (Keene, 2009).

Although general music1 organizations provide professional development
opportunities, there is currently a small amount of research exploring the influence of
education or training in various general music approaches (e.g., Orff Schulwerk, Kodály,
Dalcroze) on teachers in music classrooms. Sogin and Wang (2008), Williamson (2001),
and Wimmer (1993) each explored the influence of Orff Schulwerk training on music
teachers and their classrooms. Kite (1985) explored the history of the Kodály approach
and its impact on American music education. However, there is very little research on the
Dalcroze approach, a general music pedagogy that offers an experiential way of knowing
music through the body. This approach allows students to experience musical concepts
first and identify them later. It is process-oriented music education, also referred to as
embodied pedagogy (Alperson, 1995; Anderson, 2011; American Eurhythmics Society,
2019; Bachman, 1991; Becknell 1970; Dalcroze Society of America, 2019; Southcott,
2007) that can improve students’ abilities to store and recall musical information (Seitz,
2005).
Statement of the Problem
Research and information about the Dalcroze approach and the influence on
teachers’ pedagogy are inadequate compared to other pedagogical approaches such as
Orff Schulwerk and Kodály. More information is needed on the potential benefits of
participating in Dalcroze training and implementing the Dalcroze approach in the music
classroom. The experiential and process-oriented nature of Dalcroze activities has made
training in and an understanding of the Dalcroze approach restricted to a limited number

1General

music is a term used to identify teaching many general concepts about music (Landis & Carder,
1972). This includes education in the areas of singing, playing, creating, connecting with, and responding
to music (Abril & Gault, 2016).
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of music educators around the world due to accessibility and time commitments for
training duration (American Eurhythmics Society, 2019; Becknell, 1970; Dalcroze
Society of America, 2019). No research exists on the influence of Dalcroze training on
teacher instructional practices in the K–12 music classroom.
Purpose Statement
The purpose of this mixed methods study was to examine music teachers’
perspectives on the influence of participation in Dalcroze training in the K–12 music
classroom. This study addresses the influence of Dalcroze training on teachers’
instructional practices in the K–12 music classroom. An explanatory sequential mixed
methods design was used, which involves collecting quantitative data first, then
explaining the quantitative results with in-depth qualitative data. In the first phase of the
study, a questionnaire collected data from K–12 teachers (N = 91) who have participated
in various levels of Orff Schulwerk and/or Dalcroze training. Specifically, to examine the
music activities occurring in the music classroom by teachers who received different
amounts of Dalcroze training and to assess the influence of Dalcroze training on
classroom practice: 1) teaching of rhythm, 2) teaching of solfege, 3) discriminative
listening, and 4) implementation of movement. The second phase was conducted as a
follow up to the quantitative results to help further explain the data. In this explanatory
follow-up, the researcher explored the influence participating in Dalcroze training had on
the music classroom of six K–12 music teachers who experienced different amounts of
Dalcroze training. Furthermore, the quantitative data was analyzed to discover the central
underlying meaning of the experience of participating in Dalcroze training in order to
highlight the common experiences of the participants. The research questions were:
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Research Questions
Primary Research Question
1.

How has Dalcroze training influenced music teachers’ classroom

instructional practices?
Secondary Research Questions
1.

How has Dalcroze training influenced participants’ understanding of the

Dalcroze approach?
2.

How has Dalcroze training influenced student learning in the music

classroom from the music teacher’s perspective?
3.

To what extent did participants partake in active learning opportunities

during Dalcroze training?
4.

To what extent did participants join in collective participation

opportunities during Dalcroze training?
5.

What are the factors that influenced music teachers’ decisions to

participate in Dalcroze training?
6.

What was the essence of Dalcroze training for participants?

7.

To what extent do the qualitative results confirm the quantitative results?

Statement of Hypotheses
The following hypotheses were generated before planning the study and were
used for statistical testing:
Research Hypothesis: Teachers who have participated in a greater amount of Dalcroze
training will report a greater influence on their classroom instructional practices
compared to teachers with less or no training.
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Null Hypothesis: Teachers who have participated in a greater amount of Dalcroze
training will report no influence on their classroom instructional practices compared to
teachers with less or no training.
Variables
The study was designed to examine the following independent and dependent
variables:
Independent Variables
•

Amount of training received in the Dalcroze approach.

•

Years of music teaching experience.

Dependent Variables
•

Participants’ self-reports of the amount of time spent on each of the

following activities in the music classroom: 1) reading music, 2) listening to
music, 3) singing, 4) describing music, 5) playing instruments, 6)
creating/improvising, and 7) moving to music
•

Participants’ self-reports on the influence of Dalcroze training on

classroom instructional practices of the following activities: 1) teaching of
rhythm, 2) teaching of solfege, 3) discriminative listening, and 4) implementation
of movement.
Theoretical Framework
This study was designed within the context of a theoretical framework elaborated
by Desimone (2009), who investigated the effectiveness of professional development and
discovered that it requires the integration of the following five “critical features”: 1)
content focus, 2) active learning opportunities, 3) coherence, 4) collective participation,

5

and 5) duration. Content focus refers to activities that increase teacher understanding and
skills, improve teaching practices, and increase student achievement. Active learning
involves participants taking responsibility and ownership of their learning and actively
participating in the construction of their knowledge. Coherence is the extent that teacher
learning is constituent with teacher knowledge and beliefs. Collective participation
involves collaboration among teachers within the context of professional learning
communities. Academic and pedagogical change occurs through professional
development which spans over a longer duration (Desimone, 2009).
Desimone’s (2009) theoretical framework was intentionally referenced through
this study. First, the research questions were developed with the five “critical features” in
mind.
The following research questions each aligns with the critical feature of content focus:
“How has Dalcroze training influenced music teachers’ classroom instructional
practices?” “How has Dalcroze training influenced participants’ understanding of the
Dalcroze approach?” “How has Dalcroze training influenced student learning in the
music classroom from the music teacher’s perspective?” The question “To what extent
did participants partake in active learning opportunities during Dalcroze training?” aligns
with the critical feature of active learning opportunities. The question “To what extent did
participants join in collective participation opportunities during Dalcroze training?”
aligns with the critical feature of collective participation. The question “What are the
factors that influenced music teachers’ decisions to participate in Dalcroze training?”
aligns with the critical feature of coherence. Finally, the question “What was the essence
of Dalcroze training for participants?” aligns with all five of the critical features.
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Second, the survey was constructed in order to collect data related to each of the
five “critical features.” Questions were developed to focus on content focus and how
participants understanding of the Dalcroze approach changed through training. Questions
were designed to inquire about active learning opportunities encountered during Dalcroze
training. In order to gain an understanding of how Dalcroze training aligned with
participants teaching knowledge and beliefs, questions were designed to investigate
coherence. Questions were designed to inquire about collective participation
opportunities during and after Dalcroze training. Finally, participants were asked how
long the duration of any Dalcroze training they participated in was.
For the qualitative portion, the interview questions were designed to continue to
relate the research questions developed from the theoretical framework. Participants were
asked to elaborate on how Dalcroze training influenced their understanding of the
Dalcroze approach aligning with the critical feature of content focus. Participants were
also asked to give examples of the critical features of active learning opportunities and
collective participation that occurred during Dalcroze training. Furthermore, participants
were asked why they participated in Dalcroze training in regard to the critical feature of
coherence and how long each Dalcroze training they participated in lasted in duration.
Finally, the data was analyzed in regard to the five “critical features” and discussed as
such.
Definition of Terms
The operational definitions of these terms serve to clarify variables as they are
used in the study (American Eurhythmics Society, 2019; Dalcroze Society of America,
2019).
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1.

Dalcroze training—experiential training in the pedagogy of Dalcroze that

ranges from one to two consecutive weeks in duration, unless specifically noted to
be longer in duration.
2.

Teaching of rhythm— focusing primarily on the rhythmic aspect of music.

3.

Teaching of solfege—focusing primarily on the melodic aspect of music.

4.

Discriminative listening—identifying and responding to nuances of

variation between sounds.
5.

Implementation of movement—student bodily movement in response to

teaching and learning in the classroom.
Delimitations of the Study
As this study involves the self-reported perceptions of music teachers and the
influence of Dalcroze training on their teaching practices, the above operational
definitions serve to clarify variables as they are used in the study. The results of this
study are generalizable only to the extent that the operational definitions are interpreted
exactly as they are defined. Because other definitions for these terms exists in music
education literature, readers should exercise prudence when making comparisons
between research studies that use different definitions. Furthermore, stratified sampling
for interview participants was based on years of Dalcroze experience and not
demographic characteristics. Therefore, generalization of the results of this study may be
limited contingent upon participant demographics.
Implications and Significance
The results of this study have implications for both music teachers and Dalcroze
training center instructors. This topic is relevant to the field of music education because

8

there is no known research that exists on the influence of Dalcroze training and
instruction in the music classroom. Research in this area could be beneficial in order to
better understand how professional development in Dalcroze influences teachers’
classroom instructional practices. It may further reveal aspects of professional
development that work well or may need revising. Investigating the influence of Dalcroze
professional development is relative to this study because effective professional
development promotes influential change in the classroom (Feiman-Nemser, 2001;
Hookey, 2002; Richardson & Placier, 2001). Furthermore, participation in Dalcroze
activities may provide physical and mental benefits (Habron, 2016).
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CHAPTER 2: RELATED LITERATURE
A review of literature review related to professional development in education
and music education was conducted in preparation for this study and is presented in this
chapter. Research related to professional development in this chapter is divided into four
sections: defining and rationalizing the need for professional development in education;
professional development in music education, professional development in general
music, and professional development for a specific approach to general music teaching—
Dalcroze.
Defining and Rationalizing Professional Development
Professional development is defined as a set of activities designed to promote
personal professional change (Richardson & Placier, 2001). Acquiring new skills,
networking with others, and gaining insight about current policy are common expected
outcomes from professional development (Todd & Hancok, 2016). Feiman-Nemser
(2001) elaborated on the importance of professional development:
[Professional development] focuses on the particulars of teaching, learning,
subject matter, and students. By engaging in professional discourse with likeminded colleagues grounded in the content and tasks of teaching and learning,
teachers can deepen knowledge of subject matter and curriculum, refine their
instructional repertoire, hone their inquiry skills, and become critical colleagues.
(p. 1042)
Professional development is a major concern for educational stakeholders
(Hookey, 2002) and is considered a vital component of educational reform (Friedman,
2012; Guskey & Huberman, 1995). Professional development can change a teacher’s
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knowledge base and actions (Hookey, 2002), and enable them to develop the knowledge
and skills they need to address students’ learning challenges (Richardson & Placier,
2001). In a review of literature, Opfer and Pedder (2011) discussed the complexity of and
multiple influences on teacher professional learning. Influences include but are not
limited to accessibility, learning styles, teaching environment, and administrative support,
which are each shaped by individual practices and beliefs. Due to this complexity,
attempts to understand teachers’ professional learning merely at a subsystem level have
been regarded as partial, incomplete, and biased.
While many teachers attend professional development activities on their own
merit to gain skills to become more effective teachers (Richardson & Placier, 2001),
others attend because of administrative efforts to achieve more effective teaching by
mandating specific types and quantities of professional development activities (i.e.,
institutional professional development) (Richardson & Placier, 2001). For many state
licensure programs in the United States, participation in professional development
activities is required for teachers to gain certification and to maintain licensure
(Richardson & Placier, 2001).
Professional Development in Music Education
Music educators need to grow and improve in order to meet the needs of their
students and the demands of an everchanging educational climate (Abeles & Custodero,
2010; Allsup, 2016; Barret, 2006; Bush, 2007; Conway, 2003; Danielsen & Johansen,
2012; Hammel, 2007; Schmidt & Robbins, 2011). “Over the span of a career…there will
be many changes in the nature of music, the nature of students, and the nature of schools.
Even well-prepared teachers must therefore learn to adapt to change” (Schuler, 1995, p.
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10). Music teachers must adapt to changes in enrollment, change in course offerings,
varying student and community culture and needs, and more (Schmidt & Robbins, 2011).
Professional development is a common way for music teachers to grow and
improve (Barret, 2006; Bauer, 2007; Bauer & Berg, 2001; Bush, 2007; Conway, 2003;
Danielsen & Johansen, 2012; Garet, et al. 2001; Hammel, 2007; Schmidt & Robbins,
2011). In a study by Bauer and Berg (2001), professional development activities were
ranked among the top third of influences for experienced teachers in three areas: planning
for instruction, implementation of learning activities (teaching), and assessment practices.
Garet et al. (2001) further discussed the positive impact investing in quality professional
development has on teachers and improving classroom instruction. Bauer (2007), in a
review of literature, called for further research and criticized existing research as missing
“broad perspectives and detailed understandings of this complex phenomenon” (p. 20).
Professional Development in General Music Education
Researchers have discussed professional development specific to general music
education. General music is a term used to identify teaching many general concepts about
music (Landis & Carder, 1972). This includes education in the areas of singing, playing,
creating, connecting with, and responding to music (Abril & Gault, 2016). In an effort to
distinguish from performance-based music instruction, general music, began to appear in
print in the 1920s (Abril & Gault, 2016). General music was designed for all students to
participate in to develop musical skills and understanding (Landis & Carder, 1972).
Many “elementary music educators lack specific training to be effective
elementary music educators” (Williamson, 2011, p. 95). Abril and Gault (2016) discussed
how many different approaches to teaching general music have informed music
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educators’ practice and understanding of music teaching. Professional development in
various approaches to teaching general music often happen when teachers enroll in
graduate study or specialized courses, attend conferences, and participate in various
workshops and seminars. Benedict (2010) argued that “one must engage in experiencing
each [approach] through perhaps summer programs and workshops” (pp. 194–195).
“Doing” of a method is ineffective if a broader contextualization of the forces that frame
and continue to frame the “method” are not explored and articulated (Benedict, 2010, p.
195).
Types of General Music Education Professional Development
Music teachers struggle to keep up with the everchanging demands of what they
are called to do along with what they are expected to know and do (Barrett, 2006).
Professional music education organizations can help, such as the National Association for
Music Educators (NAfME); leaders of such organizations recognize the need for
professional development that allows teachers to stay current with educational trends and
refine their teaching skills (Keene, 2009). Some of the most prominent general music
professional organizations are: The American Orff Schulwerk Association (AOSA); the
Organization of American Kodály Educators (OAKE); the Gordon Institute of Music
Learning (GIML); the Feierabend Association for Music Education (FAME); the
Dalcroze Society of America (DSA); and the American Eurhythmics Society (AES).
There are many methods and approaches to teaching elementary general music, however,
for the purposes of this paper, only the predominant approaches used in general music
methods courses across the United States, listed above, will be referenced (Abril & Gault,
2016; Frego & Abril, 2003; Keene, 2009; Landis & Carder, 1972; Mark & Gary, 2007;
Mark & Madura, 2014). These approaches have been discussed, promoted, and
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implemented in elementary music education in the United States throughout the past
century (Abril & Gault, 2016; Keene, 2009; Landis & Carder, 1972; Mark & Gary, 2007;
Mark & Madura, 2014). Each of these organizations features multiple platforms of
professional development for music educators.
Long-standing forms of music education professional development include
participation in single day workshops, in-service conferences, collaborative learning,
online learning, and extended training held at the district, state, and national levels
(Barrett, 2006; Price & Orman, 1999, 2001; Schuler, 1995). These forms of professional
development are prevalent for general music educators and are typically provided by the
national organizations mentioned prior.
Single Day Workshops. The most common type of professional development is
the workshop, which typically involves a specialized facilitator or presenter and occurs
outside of the school day (Garet et al. 2001). Many music education professional
organizations feature single day workshops throughout the year and across the country
(American Eurhythmics Society, 2019; American Orff Schulwerk Association, 2019;
Dalcroze Society of America, 2019; Gordon Institute for Music Learning, 2019;
Feierabend Association for Music Education, 2019; Organization for American Kodály
Educators, 2019). State-level organizations of each of these professional groups also host
single day workshops. For example, in Kentucky, there is the Kentucky Orff Schulwerk
Association, which is the state-level organization organized under the national
organization, the American Orff Schulwerk Association.
In-service Conferences. Hundreds of organizations that represent the
professional music-teaching communities in the United States provide professional
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development through in-service conferences that include a variety of one-hour sessions,
high-quality performances, and exhibitors (Barrett, 2006). There are three types of
organizations that represent the music teaching profession (Hope, 2002): organizations
that support professional work in the creation and performance of music, organizations to
enhance the teaching of music, and organizations to support music and music education.
Leaders of these groups assume a wide variety of responsibilities as they operate at local,
state, regional, and national levels (NAfME, n.d.).
Music educators rely on in-service conferences to “provide timely, practical, and
relevant sessions” (Barrett, 2006, p. 24). In-service conferences further allow for
networking and socialization (Barrett, 2006). Content analyses of the NAfME (formerly
MENC) biennial in-service conferences from 1984–2000 revealed various offerings for
music educators seeking professional development (Price & Orman, 1999, 2001).
Educational sessions, including clinics, lectures, and demonstrations made up over 50%
of the conferences in the 1980s, increasing to 76% in 1996 (Price & Orman, 2001). Fortyfive percent of educational sessions in 2000 were industry sponsored. As of 1999,
NAfME did not have system in place to evaluate the biennial conferences in a systematic
manner and no further reports have been discovered by the researcher.
General music organizations also host annual national conferences. The American
Orff Schulwerk Association (AOSA) Professional Development Conference is held
annually in various locations around the United States (American Orff Schulwerk
Association, 2019). Each year the Organization for American Kodály Educators (OAKE)
holds a national conference featuring lectures, concerts, teaching demonstrations, and
exhibits to provide music teachers interested in Kodály’s concept of music education new
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ideas and resources (Organization for American Kodály Educators, 2019). The Gordon
Institute for Music Learning (GIML) International Conference is held annually to feature
research, lectures, and presentations on Music Learning Theory (Gordon Institute for
Music Learning, 2019). The Dalcroze Society of American and Feierabend Association
for Music Education each host a biennial national conference (Dalcroze Society of
America, 2019; Feierabend Association for Music Education, 2019). The American
Eurhythmics Society National Conference is held annually to feature pedagogy by
various master teaching artists and presentations on Dalcroze research (American
Eurhythmics Society, 2019).
Collaborative Learning. Professional development involving collaborative
learning has gained popularity in music education, fostering the connection between
communities of teachers and improving teacher learning (Garet et al. 2001; Hammel,
2007; Stanley, 2009, 2011). In a study to examine the experiences of three elementary
music teachers in a collaborative study group, Stanley’s (2009) participants revealed
“increased confidence in professional knowledge through the opportunity to share
teaching expertise” (p. ix). Hammel (2007) further suggested that music educators “may
benefit from long-term collaborations with university faculty, master educators in
particular subject areas, or school-based mentoring programs as these provide the
opportunity to communicate with other music educators on a regular basis” (p. 27).
Furthermore, Newmann and Associates (1996) revealed that professional development in
more successful schools was focused on groups of teachers within the school community.
Professional development literature reveals that impactful learning occurs in communities
and music teachers benefit from this connection with others.
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Educational research reveals that informal peer learning is a particularly powerful
form of learning and professional development for teachers (Hammel, 2007; van
Lankveld, Schoonenboom, Kusurkar, Beishuizen, Croiset, & Volman, 2016). Informal
discussion communities for peer collaboration amongst music educators have grown with
technological advancements across the United States (Bauer & Moehle, 2008). In a study
to examine the perceptions of experienced music educators concerning professional
development, Conway (2008) revealed that informal interactions with other music
teachers may be the most impactful form of professional development. Music teachers
thought that required professional development set up by the administration or district
was disappointing and not useful; teachers sought out other forms of professional
development to meet their needs. As experienced teachers’ careers progressed,
conversations with other educators were a form of professional development (Conway,
2008). In addition, Hammel (2007) discussed:
[Educators] consider the informal learning experiences (i.e., mentoring,
collaboration, active research, portfolios, observing students and educators,
supervising student educators and working with university educators, writing
grants, writing curriculum, writing action plans, and presenting sessions and
research) to be the most effective forms of professional development (p. 30).
Online Learning. Online platforms have also increased in availability and
popularity as professional development resources for music educators. Online capabilities
provide educators with access to various resources such as webinars and online university
courses (Todd & Hancok, 2016). NAfME (n.d.) provides online discussion forums,
webinars, and publications for teachers to participate in professional development. In a
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content analysis of the Music Educators National Conference (now NAfME) online
discussion forums, Bauer and Moehle (2008) learned that topics discussed included:
planning and preparation, instruction, learning environment, assessment, building
relationships, employment, professional development, administration, concert logistics,
and physical and mental health.
AOSA maintains a website where members can discover information on Orff
Schulwerk teaching practices, read digital publications, watch webinars, connect with a
local chapter, and look for approved teacher education courses. Furthermore, the AOSA
website provides members with a digital mentorship program to provide informal
interactions among music educators. AOSA also publishes a quarterly publication, The
Orff Echo, as well as a quarterly newsletter, Reverberations (American Orff Schulwerk
Association, 2019).
OAKE offers online professional development resources that include access to
publications, teaching videos, and lesson plans (Organization of American Kodály
Educators, 2019). The GIML website provides access to online publications as well as
recommendations and links for purchasing GIML resources (Gordon Institute for Music
Learning, 2019). FAME offers an updated website with resources for music educators
which include videos, articles, and interviews (Feierabend Association for Music
Education, 2019). The DSA website highlights upcoming training across the United
States and access to two publications: Dalcroze Connections and the American Dalcroze
Journal, lesson plans for members, newsletters, and other publications (Dalcroze Society
of America, 2019). The AES website provides details on upcoming training opportunities
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and workshops as well as lessons plans, recordings, and videos (American Eurhythmics
Society, 2019).
Due to the COVID-19 pandemic in 2020, there was an increased demand for
access to online learning related to music education. Professional organizations and
higher education institutions have worked diligently and creatively to help K–12
educators around the world provide meaningful music-making opportunities through
online learning. With many uncertainties in the future, educators are continuing to look
for new and innovative ways to maintain digital learning on a long-term timeline.
Extended Training. Extended training includes training intensives that last a
week or longer and also includes semester or year-long courses. Extended duration of
professional development activities has two primary benefits (Garet et al. 2001). Longer
activities provide an increased opportunity for in-depth discussion of content, interaction,
reflection, and pedagogical strategies. Furthermore, extended training allows teachers to
implement new practices in the classroom and obtain feedback on their teaching. Barrett
(2006) discussed the opportunity for extended training to allow for participants to gain a
deeper understanding of pedagogical methods, create unique lesson plans and strategies,
and engage in discussion with colleagues.
AOSA published the first guidelines for Orff Schulwerk teacher training in the
United States in 1976 and, beginning in 1982, began publishing an approved list of
certification courses across the country that met these guidelines (Cole, 2009). Today,
AOSA-approved teacher education courses can be found throughout the United States
(American Orff Schulwerk Association, 2019). OAKE, FAME, and GIML each have
several training centers across the United States to offer extended training in the
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respective pedagogies (Organization of American Kodály Educators, 2019; Feierabend
Association for Music Education, 2019; Gordon Institute for Music Learning, 2019). The
AES and DSA also each offer Dalcroze training centers across the United States
(American Eurhythmics Society, 2019; Dalcroze Society of America, 2019).
Junda (1994) explored a semester-long extended in-service experience for 12
elementary music teachers. Four aspects of the program included: 1) participants
participated in a two-semester graduate course on methods for teaching general music,
grounded in the Kodály approach; 2) teachers created and implemented new teaching
strategies developed from course content in their own classrooms; 3) teachers were
provided feedback based on classroom observations from course instructor; and 4) data
related to teachers’ musical skills, instructional skills, attitudes, and participation levels of
students in the classroom were evaluated. Limited statistical data revealed that teachers’
musical skills were strengthened, pedagogical knowledge and skills were improved,
student reading readiness and sight-reading skills were enhanced, student participation
increased, songs students could perform independently increased, and teachers agreed
that on-site visits were a vital aspect to the success of the program. This study supports
the benefits of extended training, which include deeper interaction with peers, increased
pedagogical development, and a deeper understanding of learning material.
Problems with Professional Development
Despite all the benefits professional development provides to music teachers, two
main problems exist. First, the amount and quality of professional development available
to teachers is “woefully inadequate” (Bauer & Berg, 2001; Borko, 2004 p. 3; FeimanNemser, 2001). School administrators often limit the professional development available
to music teachers; Barrett (2006) and Conway (2005) revealed that the specialized needs
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of music educators were rarely addressed in formal professional development when
investigating the effectiveness of different professional development techniques. As a
result, many music teachers used their personal time to participate in continuing
education programs, peer collaborations, and content-specific workshops for professional
development (Bowels, 2002; Bush, 2007; Conway, Hibbard, & Albert, 2005b; Schmidt &
Robbins, 2011). Further, typical in-service presentations are often one-sided and fail to
allow presenter and participants to discuss ways in which to apply new concepts in the
classroom. “If we want schools to produce powerful learning on the part of students, we
have to offer more powerful learning opportunities to teachers” (Feiman-Nemser, 2001,
p. 104).
Second, the common mandatory school-wide one-day in-service professional
development workshop is not favored by educators (Hammel, 2007). A 2001 national
survey of teachers by Garet et al. revealed that teachers found this kind of workshop to be
ineffective in providing adequate time, content, and activities to increase teacher’s
knowledge and cultivate meaningful change in classroom practices. Conway, Albert,
Hibbard, and Hourigan (2005a, 2005b) asked:
What about developing sharing communities of arts teachers who, as the real
experts in many cases, get together to problem solve and exchange ideas? What
about ongoing, regular workshops for arts educators, where progress and change
is shared among the group? Somehow, we need to get beyond “token” days or
hours of sharing good ideas and move toward meaningful experiences where the
voice of the teacher and the effects on students are being discussed and felt. (p. 8)
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Effective Professional Development
Several researchers discussed elements of effective professional development for
music teachers. Increased literature on teacher learning and professional development
advocates for professional development that is sustained over time (Garet et al. 2001;
Richardson & Placier, 2001). Longer professional development experiences are more
likely to allow for in-depth discussion of content and pedagogical strategies, to allow
educators to try out new methods in the classroom, and to be focused on individual
teacher’s interests and needs (Garet et al. 2001; Hammel, 2007). For example, after a
one-week summer workshop (approximately 30 hours of instruction), teachers reported
significant increases in knowledge, comfort, and frequency of use in subject material
(Bauer, Reese, & McAllister, 2003). Further, in a survey of high school music teachers,
Friedrichs (2001) revealed the top professional development rated effective and valuable
included: hosting a guest clinician or teacher; observing other rehearsals, attending music
conferences; and attending concerts.
Professional Development in General Music Approaches
Research exploring the impact of various general music pedagogy approaches is
sparse. In a 2008 study, Sogin and Wang surveyed teachers with different levels of
training in Orff Schulwerk about the music activities occurring within their classrooms.
Music teachers with three levels of Orff Schulwerk training allotted similar amounts of
time in their music lessons to reading music, listening to music, and singing. They also
engaged children in playing, creating, and moving more than teachers with less Orff
training. Sogin and Wang (2008) suggested that advanced training provides teachers with
increased confidence and flexibility to empower students to make more musical decisions
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as well as allow students to engage in musicmaking for longer amounts of instructional
time.
In a 2002 study, Wang and Sogin suggested that more specialized teacher training
is related to enhanced teacher instruction. Similarly, in a 2004 study, Wang and Sogin
discussed the necessity of an expert teacher to deliver music pedagogies and processes
effectively. In order to achieve expert teaching skills a teacher must gain experience,
attend teacher training, and go through required certification processes (Wang & Sogin,
2002). In a replicated study of Wang and Sogin (2002), I explored teacher perceptions on
the influence of varying amounts of participation in Dalcroze training. Findings revealed
an increase in music activity reports among teachers who included more years of
Dalcroze training (Smith, 2019).
In her 2011 dissertation, Williamson (2011) investigated the impact of perceived
effectiveness in teaching children as a result of Orff Schulwerk training. Participants
indicated feeling that they were more effective elementary music educators upon
completion of Orff Schulwerk training than prior to the training (Williamson, 2011).
Specific changes included increased creativity for both the teacher designing instruction
as well as for the students being allowed more input, involvement, and creating through
active music making in the classroom.
Dalcroze
There has been an increase in professional development in the Dalcroze approach
in the United States since the establishment of the American Eurhythmics Society in
2014 (American Eurhythmics Society, 2019). This bigger interest merits discussion on
the history of the Dalcroze approach and its establishment in the United States. This
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section will outline elements of the Dalcroze approach, history of Dalcroze training in the
United States, and Dalcroze research.
The Dalcroze Approach. The twentieth century brought an elaborate rhythmic
training known as the system of eurhythmics developed by Émile Jaques-Dalcroze. Emile
Jaques-Dalcroze (1865-1950) was a professor of harmony, solfège, and composition at
the Geneva Conservatory in Switzerland (Jaques-Dalcroze 1921/1980). In 1887, early in
his teaching, Jaques-Dalcroze wanted to understand why students at the conservatory of
Geneva were able to perform mechanically without an understanding and sensitivity to
music. Students studied music theories not by sound, but rather by rules and writing.
Jacques-Dalcroze thought that conservatory training emphasized technical mastery and
ignored the importance of rhythm and the body in musical expression (1921/1980).
Ultimately, Jacques-Dalcroze believed that traditional conservatory training in Europe
failed to instill musical expressivity in students (Jacques-Dalcroze, 1930).
In his search for understanding Jacques-Dalcroze found a lack of teaching
material available for the development of aural skills in musicians (1921/1980). Instead
of training musicians simply to play an instrument, Jaques-Dalcroze wanted to reform
music education so that it would develop musicality along with the students’ hearing
abilities, especially inner hearing. In this search he discovered that the body itself is the
foundation upon which musical perception and hence musical thought develops, and
thought that aural sensation are reinforced by the activation of muscular sensations.
Emile Jacques-Dalcroze believed that the basis of musical expressivity and music
pedagogy were bodily processes, rhythm, and physical motions (Jacques-Dalcroze,
1921/1980). Jaques-Dalcroze discovered that once the ear is trained to sequences of
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sounds and chords, the mind no longer experiences difficulty in the processes of reading
and writing music.
According to the Dalcroze eurhythmics approach, musical cognition is the result
of embodiment (Jacques-Dalcroze, 1921/1980). A review of recent theory and research
by Seitz (2005) on the bodily and brain basis of musical expression supports the belief
that music cognition is the results of embodiment. In sum, the Dalcroze approach claims
that musical expressivity is both embodied and entails physical and social interaction
with others. Furthermore, this method can develop students’ sensitivity in music
(Abramson, 1997). Dalcroze noticed that music stimulated certain reactions, which led
him to the conclusion that there is a unique relationship between motion in space and
motion in sound (Moore, 1992). This conclusion later resulted in the Dalcroze
philosophical relationship between time, space, and energy.
The Dalcroze approach consists of four primary elements: eurhythmics, solfège,
improvisation, and plastique animée and each will be discussed below (Jacques-Dalcroze,
1930).
Eurhythmics. Eurhythmics involves bodily movement in response to musical
concepts. Jaques-Dalcroze discovered “eurhythmics” by incorporating movement of the
whole body into instruction, which developed musical sensations of a rhythmic nature
(Bachmann, 1991). Jaques-Dalcroze believed that children should be trained to become
conscious of their personalities, to develop their temperaments, and to be able to freely
experience music kinesthetically through bodily movement. Furthermore, children should
learn about the relationship between soul and mind, the conscious and unconscious, and
imagination and action (Jaques-Dalcroze, 1921/1980). Dalcroze activities that require
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discriminative listening and bodily response to music help students in developing an
understanding of rhythm that pervades the entire body with rhythmic awareness in their
engagement with an instrument or through the voice (Seitz, 2005). These exercises also
assist in students internalizing the physical foundation of music. Training in eurhythmics
enhances listening as students must respond to the music immediately with their body
(Anderson, 2011). Furthermore, Dalcroze activities initiate a process in which two
learning modalities work simultaneously: the intellectual and the sensory (Juntunen,
2016).
Jaques-Dalcroze believed that once a child can hear, reproduce and read
successions of rhythms and sounds, then they be introduced into musical writing (JaquesDalcroze, 1931). Jaques-Dalcroze claimed, “One distinguishing characteristic of
eurhythmics is that it evokes sensations which create mental images” (1931). By learning
music through movement, students are able to incorporate knowledge at many levels and
feel musical concepts through body movement. Eurhythmics allows students to
comprehend and express the music they hear. It is designed to train the body to feel the
musical sensations of time and energy as they are created in space (Jaques-Dalcroze,
1931). In a eurhythmics lesson, the students must listen attentively and find ways to apply
what is happening in the music by using body movement in an appropriate amount of
time, by using the space around them and applying a corresponding amount of energy to
their movement. In this way, students learn to enact particular musical meanings in
physical space. The point of meeting that challenge (and the aim of the eurhythmics
class) is to deepen both one’s understanding of, and ability to produce, music (Farber &
Parker, 1987).
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Jaques-Dalcroze observed the natural rhythm in human movement and concluded
that the brain and body develop along parallel lines. Jaques-Dalcroze developed
eurhythmics into a pedagogical tool involving body, mind and soul, which emphasized
the development of a feeling for rhythm moving through time and space. Bodily
movement is the physical manifestation of rhythm. Jaques-Dalcroze argued that rhythm,
not sound, was the primary form of movement (Palmer, 2001). To support his theory
Jacques-Dalcroze proposed eight principles: 1) Rhythm is movement. 2) Rhythm is
essentially physical. 3) Every movement involves time and space. 4) Musical
consciousness is the result of physical experience. 5) The perfecting of physical resources
results in clarity of perception. 6) The perfecting of movements in time assures
consciousness of musical rhythm. 7) The perfecting of movements in space assures
consciousness of plastic rhythm. 8) The perfecting of movements in time and space can
only be accomplished by exercises in rhythmic movement (Palmer, 2001).
Juntunen and Hyvonen (2004) elaborate on the philosophical ideas of French
phenomenological philosopher, Merleau-Ponty, who believed that the body is the primary
mode of knowing. Juntunen and Hyvonen (2004) also discuss the suggestion that body
movement represents pre-reflective comprehension and can be understood as a physical
symbol in the process of musical understanding. Elliott’s philosophy includes that a
necessary component of music education is embodied action (1995). The musical training
of students through Dalcroze eurhythmics allows the students to experience and learn
about music through body movement. Juntunen (2016) explains that movement is a way
of personal, social, and musical discovery as well as a means for comprehending.
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Furthermore, student movement expresses what students hear, feel, understand, and
know.
Solfège. An integral aspect of solfège training in Dalcroze is the study of scales
and is aimed at developing an acute aural sensitivity for sound (Jaques-Dalcroze, 1923).
Dalcroze believed that students who embodied the constituent elements of scales also
understood musical context and had all of the basic skills needed for dictation and sight
singing (Jaques-Dalcroze, 1921/1980). The Dalcroze solfège approach provides extensive
experience navigating scales, so that students learn to know at all times where a tone
exists in the context of a key. In his development of solfège aural training exercises,
Jacques-Dalcroze noticed students instinctively accompanying their responses with
movement (Meade, 1994). Solfège allows students to sing what the eyes see, to write
what the ear hears, and to invent music with the voice (Palmer, 2001). Incorporating
solfège also supports the development of the inner ear to hear and listen acutely (Meade,
1994).
Improvisation. Improvisation is another element of the Dalcroze approach and
focuses on developing a means for creativity. The study of instrumental improvisation
encompasses eurhythmics and solfège (Jacques-Dalcroze, 1921/1980). Jacques-Dalcroze
believed that music is a personal expression of oneself, therefore, any style of
improvisation is suitable (Abramson, 1980). Improvisation allows students to use the
imagination and the skill of inner hearing to invent musical ideas spontaneously (Palmer,
2001). Nachmanovitch says, “the heart of improvisation is the free play of consciousness
as it draws, writes, paints, and plays the raw material emerging from the unconscious”
(1990). This gives students the opportunity to express consciously and with freedom what

28

they hear, feel, and understand (Meade, 1994). Through the Dalcroze method, students'
intellectual understanding of the theoretical aspects of the music as well as their physical
understanding of musical meaning will then be applied to how they interpret a piece for
themselves. This type of learning at several levels not only simultaneously enhances
students’ musicianship greatly, but also helps to develop the total musician.
Plastique Animée. A final and perhaps culminating element of the Dalcroze
approach is plastique animée. Plastique animée expresses music in movement,
embodying all aspects of the music, and making it visible (Jaques-Dalcroze, 1916).
Juntunen (2016) describes plastique animée as the understanding of music in body
movement. It can also be described as a medium where students apply what they have
learned from listening and experiencing the music to the creation of an original
performance in movement. Jaques-Dalcroze (1921/1980) explains that plastique animée
“movers” simultaneously create and, through experiencing their own movement, receive
or “sense” artistic expression, allowing them to feel and express music for their own
pleasure.
Frequently in plastique animée exercises, students make movement-compositions
to a musical selection directed by the teacher. It is considered a way of discovering,
understanding, and revealing the musical context. Juntunen (2016) explains plastique
animée are expressed as a “living analysis” of the musical score, a movementcomposition which involves displaying the form, rhythm, structure, style, and/or
expression of a musical work through interpretative movement. Although movement
itself is “composed,” its expressive and spontaneous quality is emphasized (JaquesDalcroze 1921/1980). Furthermore, plastique animée often involves a social aspect in
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which students are able to learn from one another’s differing perspectives of musical
concepts.
History of Dalcroze Training. After Jaques-Dalcroze published his method book
on eurhythmics, he needed to continue to refine and experiment, as well as train teachers
(Spector, 1990). Wolf Dohrn, secretary-general of Werkbund, approached JaquesDalcroze about relocating to Germany to continue the expansion of his new educational
program. Dohrn worked with his brother, and together they selected Hellerau, Germany
as the site to build and develop a school for training in the Dalcroze approach. In 1910,
Jaques-Dalcroze and his family moved to Germany and some of his students followed to
continue training with him. It was at Hellerau where the Dalcroze approach and concepts
were further developed and also where many discovered and came to see his pedagogy in
action. In 1912, Marie Rambert, who later became the director of the famous Ballet
Rambert in London, became a student of Jaques-Dalcroze at Hellerau. Rambert was a
talented student at the school and was later entrusted with some of the teaching at the
institute (Spector, 1990).
After attending a performance of Gluck’s Orfeo ed Euridice that did not please
him, Jaques-Dalcroze decided to host his own summer gala at his school. The festival
presented synthetic art, ancient art of the Greeks, and modern theatrical stage productions
(Palmer, 2001). Paul Claudel wrote, “We go to Hellerau to see two things: 1) Music,
alive and visible in the human body. 2) The Theatre” (Spector, 1900, p. 171). Hellerau
became a world center for education in and through the arts and initiated the modern
theatre movement. Jaques-Dalcroze’s methods brought innovation to music education,
dance, drama, opera, physical education, and music therapy (Spector, 1990). Schools
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across Switzerland and Europe adopted the Dalcroze approach and eventually Dalcroze
was found in schools throughout the world. Jaques-Dalcroze’s reforms were so influential
that many current eclectic music education pedagogies owe their philosophy and methods
in some measure to Jaques-Dalcroze’s work (i.e., Orff, Kodaly, Suzuki, Yamaha, and
Kindermusik) (Landis & Carder, 1977).
Dalcroze Training in the United States. The earliest reference of eurhythmics in
the United States appeared between 1910 and 1920 (Keene, 2009). Despite Dalcroze
never visiting the United States, graduates of the Hellerau school introduced the Dalcroze
approach in the United States as early as 1912 (Becknell, 1970). The first school in
America to adopt Dalcroze eurhythmics was the Phebe Anna Thorne Model School under
Bryn Mawr College in 1913 (Jacobi, 2012). Placido de Montoliu was the first Dalcroze
teacher to come to the United States and taught for nine years at the school. de Montoliu
was vital in the understanding and acceptance of Dalcroze pedagogy in the United States
(Jacobi, 2012; Jacobi, 2016), and his work paved the way for other American colleges
and universities that began to incorporate Dalcroze eurhythmics into their curricula. The
Dalcroze School of Music in New York, founded in 1915 by Suzanne Ferrière, was the
first official training school in the United States to offer full certification in eurhythmics
(Becknell, 1970). Many teachers of the Dalcroze approach in the United States attended
the Dalcroze School of Music and were trained by Dr. Hilda Schuster, its eminent
director for more than 50 years. Notable teachers from the Dalcroze School of Music
include Anne Farber and Lisa Parker, who then trained the current generation of trainers.
Dalcroze is a rich, complex, and multifaceted practice that requires immersive
study (Dalcroze Society of America, 2019). Today, training programs are hosted across
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the United States, fulfilling the requirements of either of the two national organizations,
the Dalcroze Society of America or the American Eurhythmics Society. The Dalcroze
Society of America (DSA) sponsors three credentials in Dalcroze that are internationally
recognized: certificate, license, and diplôme supérieur. The certificate is awarded to those
who are qualified to teach beginning courses in Dalcroze pedagogy to students of any
age, up to an early-intermediate level. The license allows teachers to teach students and
adults of all levels in eurhythmics, solfège, improvisation, plastique animée, and
pedagogy and is the most advanced Dalcroze credential offered in the United States. The
diplôme supérieur is the highest degree for Dalcroze study and is only offered in Geneva,
Switzerland. Diplômés are representatives of the Dalcroze method and are certified to
give Dalcroze certificates and licenses through the DSA and manage Dalcroze training
programs (Dalcroze Society of America, 2019).
A separate organization is the American Eurhythmics Society, where the mission
is to serve, “teachers looking for meaningful ways to include movement rooted in the
philosophy of Dalcroze to meet national and state education standards, and to provide
authentic assessment opportunities” (American Eurhythmics Society, 2019, para. 2).
Teaching certification is offered through the American Eurhythmics Society through a
series of examinations of musical and pedagogical competency. Master Teaching Artists
are able to provide certification for participants completing Dalcroze training;
certification requires that two Master Teaching Artists agree on the applicant’s readiness
to receive certification.
Unlike other pedagogical approaches such as Orff Schulwerk and Kodaly,
Dalcroze currently does not have unified national guidelines for teaching training

32

requirements. Through the Dalcroze Society of America, each training center has
historically set its own certification requirements. The American Eurhythmics Society
certification requirements are completed upon successfully writing original papers and
passing various exam requirements in the areas of eurhythmics, solfège, improvisation,
plastique animée, and pedagogy (American Eurhythmics Society, 2019).
Although many countries offer Dalcroze workshops and training, more
institutions are beginning to offer Dalcroze training courses in the summer. The
University of Kentucky introduced a graduate certificate in Dalcroze eurhythmics in
2014. This certificate requires completion of two two-week summer level training
intensives and four online courses expanding on the Dalcroze pedagogy. Training
programs through the American Eurhythmics Society range between five, eight, and 10
days (American Eurhythmics Society, 2019). Training programs through the Dalcroze
Society of America are offered at multiple institutions in New York, Colorado,
Pennsylvania, and Massachusetts. These programs range in length between five days,
three weeks, and full-year courses (Dalcroze Society of America, 2019).
The skills teachers learn in Dalcroze training courses instill a foundation in the
Dalcroze philosophy. As previously mentioned, this approach can be divided into four
primary categories: eurhythmics, solfège, improvisation, and plastique animée (JaquesDalcroze, 1921/1980). A certified Dalcroze teacher is one who is considered an expert
and who can combine the elements of the Dalcroze philosophy throughout teaching
musical content in order to maximize students’ musical growth while providing learning
experiences that are stimulating, age-appropriate, and meaningful to the students.
Therefore, it is important that the instructors of Dalcroze training provide a superior
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model of teaching, in accordance with the Dalcroze philosophy. Currently there are no
studies on this. The paucity of writing on and accessibility of training in the Dalcroze
approach has inhibited many music educators from understanding or experiencing the
potential benefits of the Dalcroze approach (Alperson, 1995; Becknell, 1970; Odom,
1991; Southcott, 2007).
Dalcroze Research. Researchers have attempted to investigate Dalcroze related
topics in various studies. Southcott (2007) collected historical research papers from
Australia in her book. Alperson (1995) observed Dalcroze eurhythmics classes for adults
in order to gain a deeper understanding of how eurhythmics is taught. Many writings
reveal the lack of written information regarding eurhythmics classes (Bachmann, 1991;
Landis & Carder, 1972; & Southcott, 2007). Further readings reveal that this lack of
literature is result of the nature of eurhythmics and of translating such experiences into
words as well as the fact that written texts are not used in the classroom (Alperson, 1995).
Dalcroze claimed that participation in training classes is the only effective way of
learning his system of musical instruction (Landis & Carder, 1972). Sydney Nash,
director of studies for Dalcroze Australia discusses the historical “perception of a bias
amongst teachers of this method” (Southcott, 2007, pg. iv). She further exclaims that
“priority has always been given to personal experience, for it is only by doing the work
that one can understand and appreciate its effect” (Southcott, 2007, pg iv). Many teachers
have followed Dalcroze’s refusal to publish material of his lessons after 1920, which has
resulted in lack of literature and research about Dalcroze.
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Summary
There has been an increased interest in teacher professional development with the
importance of improving schools, increasing teacher quality, and improving student
learning. For the past 20 years, professional development in music education has centered
on how teachers can help students construct and apply their knowledge (MENC, 1998).
More research-based evidence is needed to investigate if various types of music-specific
professional development will be productive or worthwhile. Furthermore, there appears
to be a paucity of research on the impact of professional organizations and professional
development for general music educators. This suggests further investigation to analyze
the ways in which “professional organizations” are contributing to general music
teachers’ professional development needs.
This review of literature exploring professional development in music education,
the history of Dalcroze pedagogy, and music education professional development
programs divulges that there is a need to further investigate the effect of teacher training
programs and to review of what is taught in training programs. As Orff training courses
expanded in the United States, research gradually increased (Sogin & Wang, 2008). As
Dalcroze teaching training courses are expanding in the United States along with an
increase of implementation of Dalcroze pedagogy, a need for similar research exists.
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CHAPTER 3: METHODOLOGY
The purpose of this mixed methods study was to examine music teachers’
perspectives on the influence of participation in Dalcroze training in the K–12 music
classroom. A literature review of professional development in music education and
Dalcroze history and training revealed that a paucity of research exists on the effects of
Dalcroze training on teacher instruction, how teachers use Dalcroze in the classroom, and
teachers’ perceptions of student learning from Dalcroze activities, the effect of training
programs, and a review of what is taught in training programs. Therefore, this research
study was designed in order to develop a better understanding of the influence of
participation in Dalcroze training on music teachers’ classroom instructional practices in
the United States. In this chapter, I first identify the research design and target
population. Then I describe the participants, data collection and data analysis for both the
quantitative and qualitative aspects of the design, respectively, and the procedure. To
conclude this chapter, I discuss the two pilot studies that were conducted in preparation
of this study.
Research Design
This study used a sequential explanatory mixed method research design. Mixed
methods involve collecting, analyzing, and mixing or integrating both quantitative and
qualitative data at some stage of the research process within a single study (Creswell &
Clark, 2018). Mixed methods research help researchers better understand a phenomenon
than either quantitative or qualitative designs alone (Mills & Gay, 2019), because they
provide a more complete picture of the research problem (Tashakkori & Teddlie, 1998,
2003). The sequential explanatory design allows for qualitative data to help explain or
36

build upon initial quantitative results (Creswell & Clark, 2018). First, the quantitative
data is collected and analyzed. After the quantitative data is analyzed, the qualitative data
is then collected and analyzed second in sequence (See Figure 3.1). The sequential
explanatory design mixed methods research design allowed participants opportunities to
reflect upon and provide descriptions of their own experiences participating in Dalcroze
training, thus, insights, into the phenomenon.
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Figure 3.1 Visual model for mixed methods sequential explanatory design
procedures.

Note: Adapted from Ivankova & Stick, 2007
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Target Population
The target population for this study were K–12 music teachers who participated in
at least one intensive of Dalcroze training or Orff Schulwerk training. For this research
project, Dalcroze training is defined as experiential training in the pedagogy of Dalcroze
that ranges from one to two consecutive weeks in duration, unless specifically noted to be
longer in duration (American Eurhythmics Society, 2019; Dalcroze Society of America,
2019).
Procedure
Institutional Review Board approval was requested and granted prior to the
beginning of this study (see Appendix G). Sampling consisted of non-probability,
purposive sampling to recruit participants for this survey. The survey, along with a letter
of explanation of the research study (see Appendix H) was sent to the presidents of the
American Eurhythmics Society, the Dalcroze Society of America, and the American Orff
Schulwerk Association. Presidents then shared the request to participate in the survey to
past participants of Dalcroze and Orff Schulwerk training programs from training centers
in the United States. Participation rates were analyzed after two weeks of collecting
requesting participation and more participation was necessary in order to increase
validity, reliability, and generalizability (Creswell & Clark, 2018).
Quantitative Phase
Participants
Participants for the quantitative phase were K–12 music teachers (N = 91) who
completed one or more intensives of Dalcroze training at a training center in the United
States. Participants were recruited by contacting the president of the American
Eurhythmics Society and the president of the Dalcroze Society of America with the
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questionnaire and a letter explaining the research. A request was also made to share the
survey with instructors for each organization’s training centers, and for the instructors to
then share the survey with past participants of their Dalcroze training programs. The
survey was also sent to participants who had Orff Schulwerk training but with no
experience in Dalcroze training to complete the music activity reports section of the
questionnaire, thus acting as a control group. Upon preliminary analysis of initial
participation and responses of the survey, a follow-up request was sent to instructors for
each organization’s training centers to share with participants two weeks after the initial
request for participation.
Data Collection
Data was collected from all participants using the online survey tool, Qualtrics.
Cross-sectional research is used to describe characteristics of a population, not determine
cause and effect between different variables; data is collected from participants at a single
point in time (Mills & Gay, 2019). Therefore, the survey collected descriptive, but not
necessarily causative, information regarding differences among teachers who completed
varying amounts of Dalcroze training.
Dalcroze Training Experience Questionnaire
The survey was adapted by the researcher, with the help of a Dalcroze
professional, specific for this study (see Appendix A) and was named the Dalcroze
Training Experience Questionnaire (DTEQ). Construction of the DTEQ was informed by
the questionnaire used by Sogin and Wang (2008) in a similar study exploring the
influence of participation in Orff Schulwerk teacher training on music teachers. For the
initial pilot study (Smith, 2019), the original questionnaire used by Sogin and Wang
(2008) was used with simply the text “Orff Schulwerk” changed to “Dalcroze” (see
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Appendix B). After the initial pilot study, further changes were made to the questionnaire
to meet the needs of the research questions and to follow the theoretical framework
outlined by Desimone (2009). Changes to the DTEQ are discussed in the pilot study
section of this chapter.
In an effort to design a valid measure of influence of participation in Dalcroze
training, and to answer the research questions, the DTEQ was constructed in five sections
and incorporates questions designed to address the aforementioned theoretical framework
used for the study with Desimone’s (2009) five critical features of content focus, active
learning opportunities, coherence, collective participation, and duration. A content focus
allows the researcher to explore the link between professional development activities that
increases teacher knowledge and skills, improve teaching practices while focusing on
subject matter content along, and examine how students learn that content. According to
Desimone (2009), effective professional development includes active learning, rather
than passive learning. Coherence is the extent that teacher learning is constituent with
teacher knowledge and beliefs. Duration influences the effectiveness of professional
development as pedagogical and intellectual change is increased when professional
development includes 20 hours or more of contact time (Desimone, 2009). A final critical
feature of professional development is collective participation, specifically through the
participation of teachers from the same school, grade, or department.
The first section of the questionnaire was designed to collect participants’
demographic data; name, music teaching experience, experience teaching various agegroups, amount of instructional time weekly with students, type of music class taught,
and perceived support for the music program, and duration of types of musical activities
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used in the classroom (reading, listening, singing, describing, playing, creating, moving,
other). This first section also provided open-ended questions for participants to describe
whole class and individual assessments used in the music classroom along with the
implementation and rating of importance of listening.
Section I
•

Name.

•

Music teaching experience (years teaching each grade level).

•

How often is non-extracurricular music scheduled for your students?

•

Length of music period in minutes.

•

Please select all that you teach: General Music; Band; Choir; Orchestra;
Musical Theatre; Theatre.

•

How do you rate the support you receive for your music program
from: Principal; Other teachers in your school; Parents of the students.

•

What amount of activities do your students experience in music?: Reading
music; Listening to music; Singing; Describing music; Playing
instruments; Creating/Improvising; Moving to music; Other.

•

What kinds of assessments do you use for the class as a whole?

•

What kind of assessment do you use for each individual student?

•

Do you include instruction in listening to music as part of your
curriculum?

•

How important do you think teaching music listening is in your music
program?
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The second section of the questionnaire was designed to collect information
related to one part of the theoretical framework (Desimone, 2009), duration—the amount
of training received in the Dalcroze approach and years of music teaching experience for
each participant (the independent variable). Questions addressed the amount, location,
and types of Dalcroze training in which the participant has participated. This section also
allowed participants to identify participation in specific types of Dalcroze training
opportunities including summer programs, workshops, and in-person or online semesterlong courses.
Section II
•

Have you participated in Dalcroze training?

•

How many Dalcroze training intensives have you attended? (experiential training
in the pedagogy of Dalcroze that ranges from one to two consecutive weeks, or
longer, in duration)

•

During what year(s) did you participate in Dalcroze training?

•

Did you attend a summer program?
o In the summer program(s), how many days did you meet each summer?
o Each day, how many hours did you meet?
o What institution(s) did you attend your summer program(s)?
o Who did you study with during your summer program(s)?

•

Did you attend a semester program?
o In the semester program(s) how many days a week did you meet?
o Each day, how many hours did you meet?
o What institution(s) did you attend your semester program(s)?
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o Who did you study with during your summer program(s)?
•

Have you attended Dalcroze workshops?
o How many Dalcroze workshops have you attended?
o Where have you attended Dalcroze workshops?
o Who presented the Dalcroze workshops you have attended?

•

Have you participated in online Dalcroze training?
o How much online Dalcroze training have you participated in?
o What online Dalcroze training have you participated in?
The third section consisted of questions related to the theoretical framework

critical features of content focus, active learning opportunities, coherence, and collective
participation. One set of questions collected data specific to the impact of Dalcroze
training on the participants’ teaching practice and student learning which related to the
critical feature of content focus. Another set of questions in this section collected data
pertaining to participant experiences during Dalcroze training which related to the critical
features of active learning opportunities and collective participation. Further questions
addressed how participation in Dalcroze training aligned with each participant’s teaching
philosophy which related to the critical feature of coherence.
Section III
•

Describe activities you may have experienced during Dalcroze training that
provided you with specific knowledge to help students develop competencies and
skills in music.

•

Describe active learning opportunities you may have experienced while
participating in Dalcroze training.
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•

Describe any collective participation opportunities you may have experienced
while participating in Dalcroze training.

•

Describe how your participation in Dalcroze training aligned with your teaching
philosophy.

•

On a scale of 1–10, with 10 being positively and 1 being negatively, how much
has Dalcroze training impacted your classroom practice? (Teaching of Rhythm;
Teaching of Solfege; Discriminative Listening; Implementation of Movement).

•

What are the top three ways Dalcroze training has impacted your teaching
practice?

•

How has Dalcroze training impacted student learning in the music classroom?
The fourth section of questions collected information related to the theoretical

framework critical features of content focus and coherence. Two questions addressed
what influence participating in Dalcroze training had on the participant as a musician and
as a music educator, both professionally and personally. An open-ended question asked
the primary influence Dalcroze training had on the participant in understanding the
Dalcroze approach. Participants were also invited to share what prompted them to
participate in Dalcroze training in another open-ended question. Finally, participants
could answer an open-ended question to provide additional comments or thoughts
regarding Dalcroze training and the influence it had on the participant as a music
educator.
Section IV
•

Prior to Dalcroze training, did you consider yourself to be a:
o Proficient piano player (yes/no)
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o Proficient musician (yes/no)
o Proficient teacher (yes/no)
•

After Dalcroze training, do you consider yourself to be a:
o Proficient piano player (yes/no)
o Proficient musician (yes/no)
o Proficient teacher (yes/no)

•

What are the main impacts Dalcroze training has had on you professionally?

•

What are the main impacts Dalcroze training has had on you personally?

•

What are the main impacts Dalcroze training has had on understanding of the
Dalcroze approach?

•

What prompted you to participate in Dalcroze training?

•

Please share any other comments or thoughts Dalcroze training has impacted you
as a music educator.
The final section of questions collected information regarding other pedagogy

training experiences in order to compare data from participants with Dalcroze training
with participants with no Dalcroze training. This data also was collected in order to
analyze if any differences existed between teachers with various types of pedagogical
training. A final demographic question was asked regarding highest level of education.
The questionnaire concluded with asking if participants would be willing to participate in
an interview for this study.
Section V
•

Have you participated in Orff Schulwerk training?
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o How many intensives of Orff Schulwerk training have you participated
in?
o What years did you attend Orff Schulwerk training?
•

Have you participated in Kodály training?
o How many intensives of Kodály training have you participated in?
o What years did you attend Kodály training?

•

Have you participated in Music Learning Theory training?
o How many intensives of Music Learning Theory training have you
participated in?
o What years did you participate in Music Learning Theory training?

•

What is your highest level of education?

•

Would you be willing to participate in an interview with the researcher for this
study?
Content validity was established by having a Dalcroze instructor review the

survey questions as well as a university survey research methods instructor. Both sources
reported accuracy in the content and design of the questionnaire. In order to increase
reliability, along with content and criterion validity of this survey design, the DTEQ was
piloted with American Eurhythmics Society Master Teaching Artists and Dalcroze
Society of America licensed instructors. Discussion of the pilot study can be found at the
end of this chapter.
After data collection, the researcher checked for internal consistency using
Cronbach’s Alpha (r =.84). Cronbach's alpha is widely used to measure the internal
consistency of an instrument (Gurnsey, 2018) and in this study, it was used to estimate
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the reliability of the DTEQ instrument. A commonly accepted rule for describing internal
consistency when using Cronbach's alpha is: α ≥ 0.9 = excellent, 0.9 > α ≥ 0.8 = good,
0.8 > α ≥ 0.7 = acceptable, 0.7 > α ≥ 0.6 = questionable, 0.6 > α ≥ 0.5 = poor,
0.5 > α = unacceptable (Teddlie & Tashakkori, 2007). While values above 0.7 are
acceptable, values above 0.8 are preferable (Teddlie & Tashakkori, 2007). Cronbach’s
alpha for this study measures α = .84 thus the reliability of the instrument.
Limitations
A major limitation of this study was the small sample size. Convenience sampling
was used because there were not enough participants to generate a randomized sample.
The results of significance testing should be interpreted with the sample size in mind.
Reliability of the DTEQ is limited, as it is researcher constructed and has only been used
twice for research purposes. Validity of the DTEQ is also limited as there is no previous
research on this topic to compare results to. To increase reliability of this survey design,
the DTEQ was piloted with American Eurhythmics Society Master Teaching Artists and
Dalcroze Society of America licensed instructors. Future research on the DTEQ is needed
in order to increase the reliability and validity of this survey instrument and the results it
yields. Furthermore, limitations of survey research include the innate bias of self-reported
responses on questions.
Data Analysis
Both univariate and multivariate statistical procedures were used to analyze the
survey data. Data were analyzed and reported using descriptive statistics, including
means and standard deviations, and include participants’ education training, the amount
of Dalcroze training they had, and grade level taught. Frequency tables show frequency
and percentages of responses. Further analysis was conducted to look for statistical
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differences among dependent variables. A significance value of alpha = .05 was used in
testing for statistical significance. Data analysis using a two-way analysis of variance
(ANOVA) was conducted to determine whether significant difference occurred between
the amounts of time that participants reported they spent with various classroom activities
(reading music; listening to music; singing; describing music; playing instruments;
creating/improvising; moving to music) and the amount of Dalcroze training and teaching
experience, as well as between the influence of specified teaching practices (teaching of
rhythm; teaching of solfege; discriminative listening; implementation of movement) and
the amount of Dalcroze training. Follow-up testing based on the ANOVA results was
conducted as appropriate.
Qualitative Phase
Qualitative Research Design
The overall purpose of the sequential explanatory design is that qualitative data
helps explain or build upon initial quantitative results (Creswell & Clark, 2018). The
qualitative phase of this study was designed to collect data of the shared experiences of
participants of Dalcroze training to compare with similar data collected from the
Dalcroze Training Experience Questionnaire. Qualitative research give the researcher the
means to study people and their behavior in their natural contexts and through their selfreports about their activity (Glesne & Peshkin, 1992). Further, qualitative research is used
when researchers seek to interpret personal narratives to understand a social phenomenon
(Glesne & Peshkin, 1992).
The personal experiences of active participation in Dalcroze training are unique to
a specific population of music teachers, therefore a phenomenological approach was
appropriate to be used for the qualitative aspect of this study. Phenomenological research
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is used to focus on the commonality of a lived experience with a specific population
(Creswell, 2007). Transcendental phenomenology was selected for this research study
because it provides insights and perspectives into the phenomenon of participating in
Dalcroze training; those who experienced the phenomenon were given the opportunity to
define the phenomenon through their direct experience, therefore revealing the essence
and meanings of the human experience (Moustakas, 1994).
Participants
At the end of the cross-sectional survey, participants were asked if they would be
willing to participate further in an interview. Thirty-five participants selected “yes” and
six were randomly selected using stratified sampling. For the stratified sampling,
participants were placed into three groups based on the amount of Dalcroze training
participated in (one, two, or three or more training intensives). From each of the three
groups, two participants were randomly selected using an online random generator
(https://www.randomizer.org/). Thus, six interview participants were selected to represent
the total range of Dalcroze training among participants, one, two, and three or more
training intensives (Creswell, 2007). Participants were contacted via email to confirm
interest in participation in the interview (see Appendix J). After confirming their interest,
participants provided verbal consent to participate in the research study (see Appendix
C).
Interview Demographics. Six music teachers participated in one 45-60-minute
interview for this mixed-methods study. Each of the participants demographics is
described below.
Mary. At the time of the study, Mary had been teaching music for nine years. She
was a K–5 general music teacher located in the southeast region of the United States.
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Mary saw her students once a week for 45 minutes. She reported good support for her
music program from her principal, teachers she works with, and parents of students. Mary
participated in two Dalcroze summer training programs in 2018 and 2019 along with
three semesters of online Dalcroze training courses through a university program located
in the southeast region of the United States.
Sebastian. At the time of the study, Sebastian had been teaching music for eight
years. He was a high school general music, choir, and orchestra teacher in the southern
region of the United States. Sebastian saw his students twice a week for 90 minutes. He
reported excellent support for his music program from his principal, teachers he works
with, and parents of students. Sebastian participated in three Dalcroze summer training
programs between 2017 and 2019 from two different Dalcroze training centers in the
United States.
Rebecca. At the time of the study, Rebecca had been teaching music for eight
years. She was a K–5 general music, choir, and musical theatre teacher in the northeast
region of the United States. Rebecca saw her students once a week for 40 minutes. She
reported excellent support for her music program from her principal and parents of
students and good support from teachers works with. Rebecca participated in one summer
Dalcroze training program in 2016.
Paula. At the time of the study, Paula retired from teaching K–5 general music
for 32 years in the northeast region of the United States. She saw her students once a
week for 30 minutes. Paula reported having good support for her music program from her
principal, average support from teachers she worked with, and fair support from her
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students’ parents. Paula participated in one summer Dalcroze training program in 2016 in
the United States.
Jeremy. At the time of the study, Jeremy had been teaching music for nine years.
He was a K–5 general music and orchestra teacher in the southwest region of the United
States. Jeremy saw his students once a week for 45 minutes. He reported average support
for his music program from his principal, excellent support from teachers he works with,
and good support from parents of his students. Jeremy participated in two summer
Dalcroze training programs in 2011 and 2012 and one semester of Dalcroze training
through a university program located in the southwest region of the United States.
Bailey. At the time of the study, Bailey had been teaching music for 42 years. She
taught early childhood music classes with students between the ages of two and ten in the
southern region of the United States. Bailey saw her students once a week for an hour.
Bailey participated in Dalcroze classes as a teenager for three to four years. As a young
adult she participated in three summer Dalcroze training programs as well as continued
private Dalcroze lessons for many years.
Data Collection
Phenomenological research traditionally involves interviews that reveal the
participants’ memories and reflections on past experiences (Creswell, 2007). Semistructured interviews were conducted to help understand the experience of participating
in a Dalcroze training program and the influence the training had on participants’
classroom instructional practices. Glesne (2006) elaborated that topical interviewing
focuses on a specific issue or experience rather than on a person’s life. Thus, questions
were designed to focus on participants specific experiences related to Dalcroze training
and the influence on their music classrooms. Semi-structured interviews involve having a
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list of pre-configured questions; however, additional questions may be asked as they arise
during the interview process (Glesne, 2006). A semi-structured interview approach was
used to allow for additional questions to be asked if clarification was needed when
participants reported on experiences of Dalcroze training and the influence in their own
music classroom.
The content of the interview protocol was grounded in the quantitative results
from the first phase of the study. Because the qualitative phase is used to explore and
elaborate on the results of statistical tests (Creswell, 2007), a primary objective for the
qualitative study was to understand if various intensives of Dalcroze training influenced
music classroom instructional practices among those teachers who attended Dalcroze
training programs. Questions were developed to discover the essence of experience of
participating in Dalcroze training. The questions for the interviews were pilot tested with
a Dalcroze teaching professional and refined for this study; questions were also added or
removed after analysis of the quantitative data collected from the questionnaire
(Creswell, 2007). See Appendix D for the interview protocol.
Interviews were conducted through the online video platform Zoom over the span
of four weeks during September and October of 2020. Interviews were audio recorded
using a voice recorder on a laptop computer as well as on a voice recorder on another
device for backup. Interviews were transcribed within 24 hours of the interview. When
transcribing each interview, the researcher did not include “uhhs,” “uhms” or other
unrelated words. Each interview lasted 45–60 minutes and were all conducted within one
month from the participants completing the DTEQ.
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Qualitative Analysis
Using an empirical, transcendental phenomenological approach, qualitative
analysis was conducted using Moustaka’s (1994) four-step phenomenological data
analysis. Through this approach, the researcher: (1) engoes epoche, (2) engages in the
process of phenomenological reduction, (3) completes an imaginative variation, and (4)
engages in intuitive integration.
Epoche. First, the researcher underwent epoche, which is the first step in the
phenomenological reduction process. It is an approach taken at the beginning of the study
by the researcher so that he/she can set aside his/her prejudgments, biases, and
preconceived ideas about the phenomenon and focus on those views reported by the
participants (Moustakas, 1994).
By clearing my mind through the epoche process, I recalled my own personal and
professional Dalcroze experiences, many of which were beneficial and meaningful.
Through this bracketing process, three training experiences came to mind as I reflected
on the experiences, letting the preconceptions and biases enter and leave my mind freely.
First, I recalled my own training experiences that brough frustrations and confusions in
the Dalcroze approach yet motivated me to work harder to discover a deeper meaning.
Next, I recalled training experiences that were rewarding and fulfilling as I experienced
music in a new and meaningful way, discovering ways to share this with my students in
my own classroom. Finally, I recalled the observation of experience of my own students
as a Dalcroze training instructor, seeing both enjoyment and frustration similar to my
own training experiences. I positively reflected on these experiences and set aside any
application they may have on this research by disconnecting myself from those memories.
This was repeated until a sense of closure was achieved. Moving towards receptiveness, I
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was able to concentrate fully, to listen and review participants’ statements without
contaminating it with my own preconceptions and biases.
Phenomenological Reduction. The process of reduction, “involves a prereflective description of things just as they appear and a reduction to what is horizontal
and thematic” (Moustakas, 1994, p. 91). In other words, the transcribed interviews were
organized into clustered themes or meaning units through horizontalization, where I
highlighted meaningful statements that provided an understanding of the personal
experiences of active participation in Dalcroze training. This required me to view every
meaningful statement as having equal value. These “horizons” were taken directly from
the transcripts and acted as the “condition of the phenomenon that gives it a distinct
character” from other phenomena (Moustakas, 1994, p. 96). Horizontalization of data
occurred in a qualitative software program, ATLAS.ti (2019).
Because each horizon statement is of equal value, the next step in following
Moustakas’ (1994) process was to narrow the statements to the unique and meaningful
invariant constituents of the phenomenon. Statements repetitive and irrelevant to the
influence of Dalcroze training were removed (Moustakas, 1994). Two questions helped
to discern the value of the horizons as invariant: (a) “Does it contain a moment of the
experience that is a necessary and sufficient constituent for understanding it” and (b) “Is
it possible to abstract and label the horizon?” (Moustakas, 1994, p. 121). The remaining
horizons after the gleaning process were the essential invariant constituents for
understanding the experience of the phenomenon.
Next the invariant constituents were clustered into meaning units with common
words and ideas (Moustakas, 1994). Twelve groups emerged from the data related to
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each research question: classroom instructional practices; benefits of Dalcroze training;
influenced student learning; understanding Dalcroze; positive training experiences; why
participate in Dalcroze training; negative training experiences; active learning
opportunities during Dalcroze training; classroom management; adapting Dalcroze;
collective participation; and limitations.
Data from each participant with similar meaning units were clustered and labeled
into textural descriptions of the experience; that is, summarizing the data to describe
“what” the participants experienced through participation in Dalcroze training and “how”
they experienced it (Moustakas, 1994). Textural descriptions combined some meaning
units into short segments of connected meaning for the participants. Creating a textural
description was in the spirit of not revising the original conversation, but rather ordering
the original conversation for meaning toward the phenomenon and toward refinement of
description to essence. Transcripts were revisited each time a textual description was
constructed to ensure that descriptions provided connections true to the original
participant interviews. Common textural descriptions developed in three areas: (a) when
meaning units reappeared in the conversation at multiple points, (b) when the given
participant linked meaning units together consistently throughout the conversation, or (c)
when multiple units all fit logically within a broader description (Moustakas, 1994).
Textural descriptions placed the focus on what participants experienced by participating
in Dalcroze training (Moustakas, 1994). After creating textural descriptions, a composite
statement was written and was member-checked for accuracy. All statements were
identified as accurate by the participants.
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Imaginative Variation. The next process was for the clusters of meaning to be
developed from the statements into themes to represent the “core themes of the
experience” (Moustakas, 1994, p. 121). Upon the initial clustering of invariant
constituents into themes, Moustakas (1994) stated that they must be validated through
application (p. 121). To validate the themes, each theme was checked against the
transcripts of the participants and followed Moustakas’ (1994) recommendation to ask:
(a) “Are the meaning units expressed explicitly throughout the transcription?” and (b)
“Are they compatible if not explicitly expressed” (p. 121)?
Further, the data was summarized to describe “what” the participants experienced
through participation in Dalcroze training and “how” they experienced it, creating
structural descriptions of the data (Moustakas, 1994). Structural descriptions combined
some meaning units into short segments of connected meaning for the participants.
Creating a structural description was in the spirit of not revising the original conversation,
but rather ordering the original conversation for meaning toward the phenomenon and
toward refinement of description to essence. Transcripts were revisited each time a
structural description was constructed to ensure that descriptions provided connections
true to the original participant interviews. Composite structural descriptions developed in
three areas: (a) when meaning units reappeared in the conversation at multiple points, (b)
when the given participant linked meaning units together consistently throughout the
conversation, or (c) when multiple units all fit logically within a broader description
(Moustakas, 1994). Structural descriptions placed the focus on what participants
experienced by participating in Dalcroze training (Moustakas, 1994).
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Intuitive Integration. Finally, eidetic reduction occurred for an essential,
invariant structure, or central underlying meaning of the experience, was discovered to
highlight the common experiences of the participants (Creswell, 2007; Moustakas, 1994).
All of the textural and structural descriptions were integrated to construct a description of
the shared essence of participating in Dalcroze training.
Table 3.1 summarizes Moustakas’ (1994) steps in the second column, and the last
column explains how the researcher enacted it them. Each step is detailed below the
figure including how each component was executed and led toward shared essence of the
phenomenon.
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Table 3.1 Phenomenological Data Analysis
Major Process

Minor Process

Epoche

Phenomenological
Reduction

Description
Setting aside
prejudgments - opening
research interview and
data analysis with an
unbiased, receptive
presence

Horizontalization

Regarding every
statement as having initial
equal value

Invariant
Constituents

Pare down horizon
statements to nonrepetitive, nonoverlapping constituents

Cluster Meaning
Units

Record invariant
constituents on table
categorize them through
constructed themes

Individual
Textural
Descriptions

Descriptive integration of
invariant meaning units
and textural description
of each participant

Composite
Textural
Descriptions

Integration of all textural
descriptions into a full
textural description
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Applications
Recalling personal
and professional
Dalcroze
experiences and
disconnecting to
analyze data
Unitized the
transcripts into
single statements of
meaning and created
a table with each
horizon statement
Consolidated
repeated statements
into single
statements
Clustered all
invariant
constituents into
groups with
common words and
ideas
Clustered and
labeled similar
meaning units into
textural descriptions
of experience
Constructed a
mental model of
textural description
and wrote a
composite statement
for the participants
that was then
member-checked

Table 3.1 (continued) Phenomenological Data Analysis
Major Process

Minor Process

Structural
Qualities

Structural Themes
Imaginative
Variation
Individual
Structural
Descriptions

Composite
Structural
Descriptions

Intuitive
Integration

Shared Essence

Description

Applications
Revisited the
transcripts to search
Construct a list of
for structural elements
structural qualities of how
that describe how
the phenomenon is
participants
experienced
experienced Dalcroze
training
Clustered the
structural qualities into
Cluster structural
common themes that
qualities into themes
captured how
experiences were
bounded
Integrated the
Integrate structural
structural themes into
themes into an individual
a statement that tied
structural description for
them together in list
each participant
form for each
participant
Integrate all the
individual structural
Bound the textural
descriptions into a group
mental models with
or shared structural
structural descriptions
description of the
for participants
phenomenon

Integrate textural and
structural descriptions of
all participants to develop
a synthesis of the shared
essence of the experience
of the phenomenon
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Revisited the entirety
of the data for
invariant constituents
and meaning units.
Then, developed a
composite textural
mental model and
essence. Analyzed
structures across
participant experiences
and bounded the
mental models,
displaying a composite
textural (what) and
structural (how) the
participants
experienced Dalcroze
training that was then
member-checked

Validity. Validity of the qualitative data was increased by the researcher
transcribing interviews within 24 hours of conducting the interviews. The researcher also
made notes on the tone of the participants voice and facial expressions when answering
questions. This data helped to contextualize the participants and interviews within the
study ensuring the accuracy and validity of the data collected through interviews
(Creswell, 2007; Glesne & Peshkin, 1992; Moustakas, 1994). Following interview
transcriptions, the researcher shared the transcriptions with the participants for member
checking and ensuring accuracy of the data collected and no corrections needed to be
made. The researcher also regularly maintained a researcher journal during the study and
clearly identified any self-bias in the analysis of data (Glesne & Peshkin, 1992).
Confidentiality
Participants were given a pseudonym to ensure confidentiality. Any other
identifying information such as school currently teaching at or locations where training
was attended was given an alias as well. The participants had the right to drop out of the
study at any time and to withdraw any information given. All data was kept securely on a
password-protected laptop and backed up on an external hard drive, as well as an external
thumb drive, all of which were password protected (Creswell, 2007). Data will be
retained for six years after the publication of the research report and then will be
destroyed.
Pilot Study
Initial Pilot Study
I conducted an initial pilot study (Smith, 2019) with teachers (N = 17) who
participated in various durations of Dalcroze training at a large university in the
southeastern region of the United States. The purpose of the pilot study was to test the
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reliability and validity of the questionnaire adapted from Sogin and Wang (2008) (see
Appendix E) and to answer the specified research questions. A summary of the initial
pilot study, including an overview of the results and a description of the modifications
made for the present study is provided in Appendix B.
Second Pilot Study
I conducted a second pilot study (Smith, 2020) in preparation for the present study
with Dalcroze professionals who teach at Dalcroze training institutions (N = 11). The
purpose of the pilot study was to test the reliability and validity of the DTEQ
questionnaire created by the researcher to answer the specified research questions (see
Appendix A). A detailed description, results, and discussion of the pilot study can be
found in Appendix F and a summary is provided below.
Participants were recruited as instructors of Dalcroze training institutions in the
United States and one participant who has participated in Dalcroze training but is not yet
a Dalcroze instructor. Participants completed the questionnaire and provided feedback
and suggestions for any changes to the questionnaire to make it clearer for the research
study. Changes were made to DTEQ (See Appendix I) from the second pilot study to
improve the relativeness to the research questions.
These changes included the following:
•

The introductory text was modified from “investigate the impact of
Dalcroze teacher training in the music classroom” to “investigate the
influence of Dalcroze training in the K–12 music classroom.”
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•

The flow of the survey was modified to allow respondents to indicate
participation in both summer and semester programs by changing the
question from one to two separate questions:
o 1) Did you attend a summer program?
o 2) Did you attend a semester program?

•

The flow of the survey was modified to direct participants who completed
zero Dalcroze training intensives to questions regarding other pedagogical
training experiences.

•

The following question was added: How many Dalcroze training
intensives have you attended? (experiential training in the pedagogy of
Dalcroze that ranges from one to two consecutive weeks, or longer, in
duration) with the options of 1, 2, 3 or more.

•

The following question answer type was changed from open-ended to
multiple choice: How many intensives of Orff Schulwerk training have
you participated in? with the options of 1, 2, 3 or more.

•

The following question answer type was changed from open-ended to
multiple choice: How many intensives of Kodaly training have you
participated in? with the options of 1, 2, 3 or more.

•

The following question answer type was changed from open-ended to
multiple choice: How many intensive of Music Learning Theory training
have you participated in? with the options of 1, 2, 3 or more.
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•

The following question answer type was changed from open-ended to
multiple choice: How many Dalcroze workshops have you attended? With
the options of 1–5, 6–10, 11+.

•

The following question was reworded from: What are the main impacts
Dalcroze training has had on understanding of the Dalcroze approach?
o To: How did Dalcroze training change your understanding of the
Dalcroze approach?

Pilot Study Results. Of all the activities, participants of two or more training
intensives allotted most time to moving (100% and 87.5%, for two and three training
intensives, respectively). The same participants indicated listening, singing, and creating
with the same amount of time (100% and 75%). There was variation among the two
groups for describing (100% and 50%) and for reading (100% and 25%). The time
reported for other activities was 12.15% and 12.15% which was indicated by the
participants as music theory and dictation. The one participant who participated in only
one training intensive indicated equal teaching time spent on all activities (20%+).
Statistical analysis was conducted to look for statistical differences among
dependent variables (music activities) and the independent variable (number of Dalcroze
training intensives). A significance value of alpha = .05 was used in testing for statistical
significance. Data analysis using an analysis of variance (ANOVA) was conducted and
revealed a statistically significant two-factor interaction effect between the amount of
Dalcroze training and the amounts of time spent with the music activities of listening F(2,
8) = 4.36, p = .05, creating F(2, 8) = 4.95, df = 2, p = .04, and moving F(2,8) = 7.07, df =
2, p = .02.
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Further analysis of the data provided copious insight regarding the primary
research question investigating the influence of Dalcroze training on music teachers’
classroom instructional practices. Using the theoretical framework by Desimone (2009),
pilot study data was analyzed in relation to the five critical features of effective
professional development in order to address the relevancy of the survey questions to
provide data related to the primary and secondary research questions.
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CHAPTER 4: RESULTS
Introduction
The purpose of this mixed methods study was to examine music teachers’
perspectives on the influence of participation in Dalcroze training in the K–12 music
classroom. Music educators with various levels of Dalcroze training participated in the
study. All participants completed the Dalcroze Training Experience Questionnaire
(DTEQ). Six participants were randomly selected using stratified sampling and each
participated in one interview. This chapter is organized in three sections that present the
results from both the quantitative and qualitative data—(1) responses from the Dalcroze
Training Experience Questionnaire (DTEQ), (2) themes that emerged from the six
phenomenological interviews, and (3) an essence statement.
For the quantitative data, a priori power analysis was conducted using G*Power3
(Faul, Erdfelder, Lang, & Buchner, 2007) to test the difference between two independent
group means using a two-tailed test, a medium effect size (d = .50), and an alpha of .05.
Result showed that a total sample of 83 participants was required to achieve a power of
.80. A total of 91 participants completed the Dalcroze Training Experience
Questionnaire (DTEQ).
Demographic Data
Demographic characteristics of the 91 participants were collected from the
questionnaire; they included gender, ethnicity, music teaching experience, level of
education, age of students taught, subject of music taught, frequency of time spent with
students each week, time spent with students each class, support from principal, support
from other teachers, and support from parents.
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Gender
Out of the 91 participants, 61.54% (n = 56) identified as females, 37.35% (n = 34)
identified as males, and 1.10% (n = 1) identified as not listed. No participants identified
as transgender female, transgender male, or gender variant/nonconforming (see Table
4.1).
Table 4.1 Gender of participants
Gender
Female
Male
Not Listed
Transgender Female
Transgender Male
Gender Variant/Nonconforming
Prefer not to answer

%
61.54%
37.36%
1.10%
0.00%
0.00%
0.00%
0.00%

N = 91
56
34
1
0
0
0
0

Ethnicity
As reflected in Table 4.2, 65.93% (n = 60) of the participants were white, 12.09%
(n = 11) were Asian, 10.99% (n = 10) were Hispanic or Latino, and 10.99% (n = 10) were
Black or African American. No participants identified as American Indian or Alaskan
Native or as Native Hawaiian or Pacific Islander.
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Table 4.2 Ethnicity of Participants
Ethnicity
White
Asian
Hispanic or Latino
Black or African
American
American Indian or
Alaskan Native
Native Hawaiian or
Pacific Islander
Other

%
65.93%
12.09%
10.90%
10.90%

N = 91
60
11
10
10

0.00%

0

0.00%

0

0.00%

0

Music Teaching Experience
Participants reported how long they had been teaching music at the time of the
study. Data indicated 36.26% (n = 33) of participants had been teaching less than four
years, 34.07% (n = 31) of participants had been teaching between five and nine years,
19.78% (n = 18) of participants had been teaching between 10 and 14 years, 6.59% (n =
6) of participants had been teaching between 15 and 19 years and 3.30% (n = 3) of
participants reported teaching for more than 20 years (see Table 4.3).
Table 4.3 Total Years Teaching
Total Years Teaching
.5–4 years
5–9 years
10–14 years
15–19 years
20+ years

N = 91
33
31
18
6
3

%
36.26%
34.07%
19.78%
6.59%
3.30%

Highest Level of Education
Of the 91 participants, 58 (63.74%) participants reported a bachelor’s degree as
their highest level of education, 18 (19.78%) participants reported a masters as their
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highest level of education, 8 (8.89%) participants reported having a doctorate Ph.D. and 7
(7.69% having postgraduate study as their highest level of education (see Table 4.4).
Table 4.4 Highest Level of Education
Highest Level of Education
Bachelor’s
Masters
Doctorate Ph.D.
Postgraduate Study

N = 91
58
18
8
7

%
63.74%
19.78%
8.89%
7.69%

Age of Students Taught
Seventy (76.92%) participants reported teaching primarily elementary (K–5)
music. Eight participants (8.79%) taught primarily college, six (6.59%) taught high
school (9–12), five (5.49% taught middle/junior high school (6–8) and two (2.20%)
participants primarily taught preschool (P3–P4) (see Table 4.5).
Table 4.5 Age of Students Taught
Age of Students Taught
Elementary School (K–5)
College
High School (9–12)
Middle/Jr. High School (6–8)
Preschool (P3–P4)

N = 91
70
8
6
5
2

%
76.92%
8.79%
6.59%
5.49%
2.20%

Subject of Music Taught
Most participants, 63 (69.23%) indicated teaching general music. Some
participants indicated teaching multiple subjects—ten (10.99%) taught general music and
choir, five (5.49%) taught choir, and three (3.30%) taught general music, choir, and
orchestra. The four following groups of classes taught each had two (2.20%) participants
reported teaching: band; general music, band, choir; general music, choir, musical
theatre; and general music, choir, musical theatre, theatre. One participant (1.10%) each
69

reported teaching general music in combination with the following classes: choir,
orchestra, musical theatre, and theatre; choir, orchestra, and musical theatre; choir and
orchestra; and orchestra (see Table 4.6).
Table 4.6 Subjects Taught
Subject
General Music

N = 91

%

63

69.23%

General Music, Choir

10

10.99%

Choir

5

5.49%

General Music, Choir, Orchestra

3

3.30%

Band

2
2

2.20%
2.20%

2

2.20%

General Music, Choir, Musical Theatre, Theatre
General Music, Choir, Orchestra, Musical Theatre

2

2.20%

1

1.10%

General Music, Orchestra

1

1.10%

General Music, Band, Choir
General Music, Choir, Musical Theatre

Frequency of Time Spent with Students each Week
More than half of the participants, 56 (61.54%), met with their students once a
week and 18 (19.78%) participants twice a week. Eleven (12.22%) reported other on the
questionnaire for frequency met with students each week. Four (4.40%) participants met
with their students three times a week and two (2.20%) five times a week (see Table 4.7)
Table 4.7 Frequency with Students
Frequency with Students
Once a Week
Twice a Week
Other
Three Times a Week
Five Times a Week

N = 91
56
18
11
4
2

%
61.54%
19.78%
12.22%
4.40%
2.20%
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Time Spent with Students each Class
Table 4.8 shows how long participants met with their students during each music
class. Thirty-eight (41.76%) had 50-minute classes and 26 (28.57%) had 45-minute
classes. Twelve (13.19%) had 30-minute classes, six (6.59%) had 60-minute classes and
five (5.49%) had 40-minute classes. Three (3.30%) participants met with their students
for 90 minutes and one (1.10%) participant met with their students for 75 minutes.
Table 4.8 Time Spent with Students each Class
Time with Students
in Minutes
50
45
30
60
40
90
75

N = 91

%

38
26
12
6
5
3
1

41.76%
28.57%
13.19%
6.59%
5.49%
3.30%
1.10%

Support from Principal
Thirty-four (37.36%) participants reported excellent support from their principal
and 30 (32.97) reported good support. Twenty-one (23.08%) participants reported
average support and five (5.49%) reported fair support from their principal. One (1.10%)
participant reported having poor support from their principal (see Table 4.9).
Table 4.9 Support from Principal
Support from Principal
Excellent
Good
Average
Fair
Poor

N = 91
34
30
21
5
1

%
37.36%
32.97%
23.08%
5.49%
1.10%
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Support from Other Teachers
Almost half of participants, 45 (49.45%) reported good support from other
teachers in their school and 24 (26.37%) reported good support. Ten (10.09%) reported
average support and two (2.20%) reported fair support from other teachers. One (1.10%)
participant reported poor support from other teachers in their school. (see Table 4.10).
Table 4.10 Support from Other Teachers
Support from Other
Teachers
Good
Excellent
Average
Fair
Poor

N = 91

%

45
24
10
2
1

49.45%
26.37%
10.09%
2.20%
1.10%

Support from Parents
Most participants reported excellent or good support from parents. Thirty-three
(36.26%) reported excellent support and 31 (34.07%) reported good support. Eighteen
(19.78%) reported average support and six (6.59%) reported fair support from parents.
Three (3.30%) participants reported poor support from students’ parents (see Table 4.11).
Table 4.11 Support from Parents
Support from Parents
Excellent
Good
Average
Fair
Poor

N = 91
33
31
18
6
3

%
36.26%
34.07%
19.78%
6.59%
3.30%

In sum, most participants who completed the survey were white and female, with
Asian, Hispanic or Latino, or Black or African American males represented to a lesser
degree. Most participants highest level of education what a bachelor’s or masters,
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however, some participants had a doctorate or other level of postgraduate study. The
majority had experience teaching K–5 general music and saw their students once or twice
a week ranging from 30–50-minute classes. Most participants reported good or excellent
support from their principal, other teachers, and parents.
Questionnaire Data
The remaining questions collected data regarding classroom assessments,
importance of teaching music listening, amount of Dalcroze training, type of Dalcroze
training, duration of Dalcroze training, self-perception of proficiency as a musician,
teacher, and piano play before and after Dalcroze training and participation in other
training. Participants also reported the amount of time spent on various activities in the
music classroom including reading, listening, singing, describing, playing, creating, and
moving.
Classroom Assessments
When asked to describe what types of assessments were used for students in the
music classroom, both individually and as a group, participants reported a variety of
responses. Forty-five (49.45%) participants reported using observations or performancebased assessments. Thirty-four (37.36%) participants reported using formative and
summative assessments. Twenty-five (27.47%) reported using informal assessments. Five
(5.49%) participants reported using authentic or student-based assessment and five
(5.49%) reported using no assessments in their classroom.
Importance of Teaching Music Listening
Almost all participants, 90 (98.90%) reported including listening as part of
instruction and one (1.10%) did not. More than half, 52 (57.14%) reported teaching
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music listening as very important in their classroom and 33 (36.26%) reported teaching
music listening as important. Six (6.59%) participants reported teaching music listening
as not important (see Table 4.12).
Table 4.12 Importance of Teaching Music Listening
Importance of Teaching
Music Listening
Very Important
Important
Not Important

N = 91

%

52
33
6

57.14%
36.26%
6.59%

Amount of Dalcroze Training
Table 4.13 show the amount of Dalcroze training each participant received. Most
participants, 75 (82.42%), did participate in Dalcroze training, with 33 (36.26%) who
participated in three or more Dalcroze intensives, 23 (25.27%) who participated in two
training intensives and 19 (20.98%) who participated in one intensive of Dalcroze
training. Sixteen (17.58%) participants did not participate in any Dalcroze training.
Table 4.13 Amount of Dalcroze Training
Amount of Dalcroze Training
3+ Intensives
2 Intensive
1 Intensive
None

N = 91
33
23
19
16

%
36.26%
25.27%
20.88%
17.58%

The following data is related to the 75 participants who did participate in Dalcroze
training. Participants reported having participated in Dalcroze training between 1978 and
2020. All participants, 75 (100.00%), reported participating in workshops. Seventy-two
(96.00%) participants participated in summer training programs. The summer programs
ranged in length from three to 21 days, averaging 8.91 days in duration. The hours spent
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in training each day ranged from six to eight with an average of 7.02. Twelve (16.00%)
participants participated in online Dalcroze training at the collegiate level. Table 4.14
shows the type of Dalcroze training participants received.
Table 4.14 Type of Dalcroze Training
Type of Dalcroze Training
Workshops
Summer Training
Semester Training
Online Training

N = 75
75
72
13
12

%
100.00%
96.00%
17.33%
16.00%

Table 4.15 shows the duration of summer training that participants attended,
ranging from three to 21 days. Thirty-eight (50.67%) participants participated in training
that lasted between six and 10 days with 33 (44.00%) participants training lasting 10
days, three (1.33%) lasting eight days, one (1.33%) lasting seven, and one (1.33%)
lasting six. Twenty-five (33.33%) participants participated in training that lasted five or
less days, with 23 (30.67%) being five days in length, one (1.33%) being four days, and
one (1.33%) being three days. Ten (13.33%) participants reported training that lasted
between 14 and 21 days with four (5.33%) lasting 15 days, two (2.67%) lasting 21 days,
two (2.67%) lasting 20 days, and two (2.67%) lasting 14 days.
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Table 4.15 Duration of Summer Training
Duration of Summer Training
10 Days
5 Days
15 Days
8 Days
14 Days
20 Days
21 Days
3 Days
4 Days
6 Days
7 Days

N = 75
33
23
4
3
2
2
2
1
1
1
1

%
44.00%
30.67%
5.33%
4.00%
2.67%
2.67%
2.67%
1.33%
1.33%
1.33%
1.33%

Self-Perception of Proficiency
Participants were asked: “Prior to Dalcroze training, did you consider yourself to
be a: proficient piano player; proficient musician; and proficient teacher?” Seventy-two
(96.00%) participants reported self-perception as a proficient musician and three (4.00%)
did not. Sixty-four (85.33%) participants reported self-perception as a proficient teacher
and 11 (14.67%) did not. Forty-seven (62.67%) participants reported self-perception as a
proficient piano player prior to Dalcroze training and 28 (37.33%) did not (see Table
4.16).
Table 4.16 Self-Perception of Proficiency Before Training
Self-Perception of
Proficiency Before Training
Musician
Teacher
Piano Player

Yes

%

No

%

72
64
47

96.00%
85.33%
62.67%

3
11
28

4.00%
14.67%
37.33%

Participants were then asked: “After to Dalcroze training, did you consider
yourself to be a: proficient piano player; proficient musician; and proficient teacher?”
Nearly all participants, 74 (98.67%), reported self-perception as a proficient teacher after
Dalcroze training, and one (1.33%) did not. Fifty-nine (78.67%) participants reported
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self-perception as a proficient musician after Dalcroze training and 16 (21.33%) did not.
Forty-four (58.67%) participants reported self-perception as a proficient piano player
after to Dalcroze training and 31 (41.33%) did not. After training, more participants
revealed a self-perception of not being a proficient piano player or musician than prior to
training. However, more participants reported being a proficient teacher after training
than before (see Table 4.17).
Table 4.17 Self-Perception of Proficiency After Training
Self-Perception of
Proficiency After Training
Teacher
Musician
Piano Player

Yes

%

No

%

74
59
44

98.67%
78.67%
58.67%

1
16
31

1.33%
21.33%
41.33%

Participation in Other Training
Table 4.18 shows participants’ involvement in other music pedagogy training
programs. Sixty-nine of the 75 participants (92.00%) who did participate in Dalcroze
training also participated in other music pedagogy training programs. Specifically, 37
(53.62%) participants participated in Orff Schulwerk training, 27 (39.13%) participated
in Kodaly training, and five (7.25%) participated in training for Gordon Music Learning
Theory training.
Table 4.18 Participation in Other Training
Participation in Other Training
Orff Schulwerk
Kodaly
Gordan Music Learning Theory

N = 69
37
27
5
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%
53.62%
39.13%
7.25%

Music Activity Reports
In reporting typical overall music activities in individual classrooms, participants
chose from five gradations for each of the music activities: reading, listening, singing,
describing, playing, creating, and moving. The five gradations were: Above 50%, 35–
50%, 20–35%, 5–20%, and below 5% of music class time. Table 4.19 lists the amount of
time spent in each of the six music activities as reported by the participants of the four
training intensive groups (0, 1, 2, 3 or more). The numbers in the table represent the
selection by the percentage of participants in each training intensive group.
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Table 4.19 Distribution of percentage of classroom time reported by
teachers
Percentage of Classroom Time
Music
Activity and
# of Dalcroze
50%+
35%+
Training
Intensives
Reading
0 (N=16) 12.12% 25.00%
1 (N=19)
0.00% 27.77%
2 (N=23)
9.09% 45.45%
3 or more
(N=33) 12.12% 30.30%

Subtota
l first 2
column
s

Subtotal
last 3
columns

20%+

5%+

-5%

37.12%
27.77%
54.54%

43.75%
27.77%
27.27%

25.00%
33.33%
18.18%

0.00%
11.11%
4.54%

68.75%
72.21%
49.99%

42.42%

24.24%

33.33%

3.03%

60.60%

Listening
0 (N=16)
1 (N=19)
2 (N=23)
3 or more
(N=33)

18.75%
5.55%
18.18%

37.50%
16.66%
18.18%

56.25%
22.21%
36.36%

37.50%
33.33%
36.36%

6.25%
33.33%
27.27%

0.00%
11.11%
4.54%

43.75%
77.77%
68.17%

18.18%

15.15%

33.33%

21.21%

48.48%

0.00%

69.69%

Singing
0 (N=16)
1 (N=19)
2 (N=23)
3 or more
(N=33)

31.25%
33.33%
36.36%

62.50%
33.33%
50.00%

93.75%
66.66%
86.36%

6.25%
27.77%
13.63%

0.00%
5.55%
4.54%

0.00%
0.00%
0.00%

6.25%
33.32%
18.17%

36.36%

42.42%

78.78%

15.15%

9.09%

0.00%

24.24%

Describing
0 (N=16)
1 (N=19)
2 (N=23)
3 or more
(N=33)

18.75%
16.66%
18.18%

6.25%
11.11%
13.63%

25.00%
27.77%
31.81%

25%
33.33%
13.63%

43.75%
38.88%
50.00%

6.25%
0.00%
9.09%

75.00%
72.21%
72.72%

12.12%

15.15%

27.27%

15.15%

48.48%

12.12%

75.75%

Playing
0 (N=16)
1 (N=19)
2 (N=23)
3 or more
(N=33)

18.75%
22.22%
18.18%

12.50%
11.11%
18.18%

31.25%
33.33%
36.36%

62.50%
50.00%
50.00%

6.25%
16.66%
13.63%

0.00%
0.00%
4.54%

68.75%
66.66%
68.17%

24.24%

21.21%

45.45%

30.30%

24.24%

3.03%

57.57%
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Table 4.19 (continued) Distribution of percentage of classroom time reported
by teachers
Creating
0 (N=16)
1 (N=19)
2 (N=23)
3 or more
(N=33)

37.50%
22.22%
18.18%

25.00%
27.77%
27.27%

62.50%
49.99%
45.45%

12.50%
11.11%
22.72%

25.00%
33.33%
27.27%

0.00%
11.11%
9.09%

37.50%
55.55%
59.08%

12.12%

33.33%

45.45%

39.13%

39.13%

3.03%

81.29%

Moving
0 (N=16)
1 (N=19)
2 (N=23)
3 or more
(N=33)

12.50%
27.77%
36.36%

6.25%
33.33%
31.81%

18.75%
61.10%
68.17%

31.25%
33.33%
27.27%

50.00%
5.55%
9.09%

0.00%
0.00%
0.00%

81.25%
38.88%
36.36%

21.21%

33.33%

54.54%

30.30%

18.18%

0.00%

48.48%

LEGEND
0 Training Intensives (N=16)
1 Training Intensive (N=19)
2 Training Intensives (N=23)
3 or More Training Intensives
(N=33)
A precursory examination of the data yielded some interesting observations and
statistical differences among the data. Of all the activities, participants of all four levels
of training allotted most time to singing, over 35% of total class time (93.75%, 66.66%,
83.36%, 78.78% for groups 0, 1, 2, 3, respectively). Participants with Dalcroze training
reported significantly higher amounts of movement, over 35% of total class time, in their
classroom (18.75%, 61.1%, 68.17%, 54.54%). Participants with higher amounts of
Dalcroze training reported higher amounts of playing instruments in the classroom over
35% of total class time (31.25%, 33.33%, 36.36%, 45.45%). Participants with no
Dalcroze training reported higher amounts over 35% of total class time of creating in the
music classroom than those with Dalcroze training (62.5%, 49.99%, 45.45%, 45.45%).
All levels of participants reported less than 20% time spent on describing music (75%,
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72.21%, 72.72%, 75.75%). Similarly, more participants reported less than 20% of total
class time spent on reading music (68.75%, 72.215, 49.99%, 60.60%). Participants with
no Dalcroze training reported higher amounts of listening to music in the classroom (over
35% of total class time) (56.25%, 22.21%, 36.36%, 33.33%).
Overall, most participants were general music teachers in the K–5 music
classroom who saw students once a week for 45–50 minutes. Most participants reported
good to excellent support from principals, other teachers, and parents. Teaching music
listening was identified as important or very important for most participants. All
participants participated in workshops and the majority participated in summer training
that lasted between five and 15 days. Participants with all levels of Dalcroze training,
including those with no Dalcroze training, allotted the most time in the classroom to
singing. Participants with Dalcroze training reported significantly higher amounts of
movement in their classroom. Participants with higher amounts of Dalcroze training
reported higher amounts of time spent playing instruments in the classroom, however,
participants with no Dalcroze training reported higher amounts of class time creating
music in the classroom than those with Dalcroze training.
Statistical Analysis
Further analysis was conducted to look for statistical differences among
dependent and independent variables. A significance value of a = .05 was used in testing
for statistical significance. Participants were grouped into four groups in regard to how
many Dalcroze training intensives they had participated in (0, 1, 2, 3). Participants were
grouped into five groups in regard to how much teaching experience they had (1 = .5–4
years teaching experience; 2 = 5–9 years teaching experience; 3 = 10–14 years teaching
experience; 4 = 15–19 years teaching experience, and 5 = 20+ years teaching experience).
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Data analysis using a two-way factorial analysis of variance (ANOVA) was
conducted.
ANOVA Results
There was a statistically significant two-factor interaction effect between the
amount of Dalcroze training and teaching experience and the amounts of time spent with
movement in the classroom F(12, 71) = 2.32, df = 12, p = .004 (see Table 14.20).
Table 4.20 ANOVA for Dalcroze Training Intensives and Total Years Teaching:
Moving to Music
Source

SS

df

MS

F

p

Dalcroze Training Intensives (A)

7.04

3

2.35

3.52

.019*

Total Years Teaching (B)

11.24

4

2.80

4.20

.004*

AXB

18.57

12 1.55

2.32

.004*

Residual

47.28

71 0.67

* p < .05
For participants who received no Dalcroze training intensive, movement in the
classroom increased when the total years of teaching increased. However, for the
participants who did take Dalcroze training intensives, movement in the classroom varied
when the total years of teaching increased (see Figure 4.1).
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Figure 4.1 Interaction between Dalcroze training intensives and teaching experience

The ANOVA results (Table 4.21) also show that there was a statistically
significant two-factor interaction effect between the amount of Dalcroze training and
teaching experience and describing music in the classroom F(12, 71) = 1.90, df = 12, p =
.048. No statistical differences were found between other dependent variables (see Table
4.22).

83

Table 4.21 ANOVA for Dalcroze Training Intensives and Total Years Teaching:
Describing Music
Source

SS

df

MS

F

p

Dalcroze Training Intensives (A)

1.74

3

0.58

0.48

.696

Total Years Teaching (B)

6.45

4

1.61

1.34

.263

AXB

27.45

12 2.29

1.90

.048*

Residual

85.38

71 1.20

* p < .05

Table 4.22 Interaction and Main Effect of All Variables
Interaction
Interaction and
Main Effect of
All Variables

Main effect

(Teaching Years*
Training
intensives)
F
p

F

p

Moving to Music

2.32

.004*

3.52

.019* 4.20

.004*

Describing Music

1.90

.048*

.48

.696

1.34

.263

Singing

.67

.773

.77

.513

1.25

.299

Creating &
Improvising
Listening to Music

.68

.768

.34

.794

1.20

.319

.51

.899

.61

.613

.23

.922

Reading Music

.47

.074

1.74

.069

1.12

.354

.76

.688

.82

.488

.28

.890

Training
Intensives

Teaching
Experience
F

p

Playing
Instruments
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The Scheffe test was used for post-hoc testing to discover which pairs of means
were significant. The Scheffe test was selected over the Tukey test to compare all
possible pairs of simple and complex means with a narrow confidence interval and is
used when groups contain unequal sample sizes. Tables 4.23 and 4.24 (continued) show
the post-hoc tests, resulting that participants with one or two Dalcroze training intensive
had statistically higher differences than participants with no Dalcroze training (p < 0.05).
There was no statistical difference on movement in the classroom between participants
with one Dalcroze training intensive and two or more Dalcroze training intensives as well
as between participants with two Dalcroze training intensives and three or more training
intensives. There was no statistical difference on movement in the classroom between
participants with different amounts of teaching experience.
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Table 4.23 Post Hoc Tests: Training Intensives & Moving to Music
Scheffe - Post Hoc Tests
Dependent Variable: Moving to Music
95%
Confidence Interval
(I)
Training
Intensives
0

1

2

3

(J)
Training
Intensives
1

Mean
Difference
(I-J)
-1.20*

Std.
Error
.277

Sig.
.001*

Lower
Bound
-1.99

Upper
Bound
-.41

2

-1.02*

.266

.004*

-1.79

-.26

3

-.48

.249

.295

-1.19

.23

0

1.20*

.277

.001*

.41

1.99

2

.18

.253

.922

-.55

.90

3

.72*

.235

.032*

.04

1.39

0

1.02*

.266

.004*

.26

1.79

1

-.18

.253

.922

-.90

.55

3

.54

.222

.123

-.09

1.18

0

.48

.249

.295

-.23

1.19

1

-.72*

.235

.032*

-1.39

-.04

2

-.54

.222

.123

-1.18

.09

* p < .05
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Table 4.24 Post Hoc Tests: Teaching Experience & Moving to Music
Scheffe - Post Hoc Tests
Dependent Variable: Moving to Music
95% Confidence
Interval
(I)
(J)
Teaching
Teaching
Experience Experience
1

2

3

Mean
Difference
(I-J)

Std.
Error

Sig.

Lower
Bound

Upper
Bound

2

.33

.297

.877

-.61

1.27

3

.69

.329

.356

-.35

1.73

4

-.23

.329

.972

-1.27

.81

5

.02

.29

1

-.90

.93

1

-.33

.297

.877

-1.27

.61

3

.37

.274

.770

-.50

1.24

4

-.56

.274

.393

-1.43

.31

5

-.31

.227

.761

-1.03

.41

1

-.69

.329

.356

-1.73

.35

2

-.37

.274

.770

-1.24

.50

4

-.93

.308

.070

-1.90

.05

5

-.68

.267

.180

-1.52

.17
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Table 4.24 (continued) Post Hoc Tests: Teaching Experience & Moving to
Music
Scheffe - Post Hoc Tests
Dependent Variable: Moving to Music
95% Confidence
Interval
(I)
(J)
Teaching
Teaching
Experience Experience
4

5

Mean
Difference
(I-J)

Std.
Error

Sig.

Lower
Bound

Upper
Bound

1

.23

.329

.972

-0.81

1.27

2

.56

.274

.393

-0.31

1.43

3

.93

.308

.070

-0.05

1.9

5

.25

.267

.927

-0.59

1.09

1

-.02

.290

1

-0.93

0.9

2

.31

.227

.761

-0.41

1.03

3

.68

.267

.180

-0.17

1.52

4

-.25

.267

.927

-1.09

0.59

* p < .05

Training Impact on Teaching Elements
Participants self-reported the impact of participation in Dalcroze training related
to influence on teaching of rhythm, solfege, discriminative listening, and implementation
of movement on a scale of 1 to 10, with 10 being positively and 1 being negatively. Table
4.25 shows the descriptive statistics on the Dalcroze training impact on teaching of
rhythm, teaching of solfege, discriminative listening, and implementation of movement in
the classroom. The average response for the influence of Dalcroze training on the
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teaching rhythm was 8.67, 8.39, and 9.21, in order of training intensives one, two, or
three or more. The average response for the influence of Dalcroze training on the
teaching of solfege was 8.61, 7.26, and 8.50. The average response for the influence of
Dalcroze training on the teaching discriminative listening was 8.72, 7.70, and 9.15. The
average response for the influence of Dalcroze training on the implementation of
movement in the classroom was 9.50, 9.44, and 9.65.
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Table 4.25 Descriptive Statistics Influence of Dalcroze Training in Classroom
# of Training Intensives

N = 75

1

2

3 or more

(N = 19)

(N = 23)

(N = 33)

M

8.67

8.39

9.21

SD

1.88

1.99

1.34

M

8.61

7.26

8.50

SD

1.50

2.80

1.86

M

8.72

7.70

9.15

SD

1.41

2.53

1.28

M

9.50

9.44

9.65

SD

1.04

1.34

.69

Teaching of Rhythm

Teaching of Solfege

Discriminative Listening

Implementation of
Movement

Table 4.26 shows the Dalcroze training impact on teaching of rhythm. Most
participants, (89.4%) of participants with one training intensive reported a seven or above
on a scale of 1–10 with 10 being positively and one being negatively. Most participants
(91.3%) with two training intensives reported a seven or above. Similarly, most
participants (93.9%) with three or more training intensives reported a seven or above.
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Table 4.26 Dalcroze Training Impact on Teaching of Rhythm
Training Intensives N = 75
Scale of 1–10,
with 10 being
positively and
1 being
negatively.
1

1
(N =
19)

%

3
(N =
33)

%

0

0.0%

0

0.0%

0.0%

0

0.0%

0

0.0%

1

5.3%

0

0.0%

0

0.0%

4

0

0.0%

0

0.0%

0

0.0%

5

1

5.3%

0

0,0%

2

6.1%

6

0

0.0%

2

8.7%

0

0.0%

7

0

0.0%

3

13.1%

1

3.0%

8

3

15.8%

3

13.1%

3

9.1%

9

7

36.8%

2

8.7%

6

18.2%

10

7

36.8%

13

56.4%

21

63.6%

%

2
(N = 23)

0

0.0%

2

0

3

Table 4.27 shows the Dalcroze training impact on teaching of solfege. Most
participants (89.5%) with one training intensive reported a seven or above on a scale of
1–10 with 10 being positively and one being negatively. A high number of participants
(73.9%) with two training intensives reported a seven or above. Most participants
(90.9%) with three or more training intensives reported a seven or above.
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Table 4.27 Dalcroze Training Impact on Teaching of Solfege
Training Intensives N = 75
Scale of 1–
10, with 10
being
positively
and 1 being
negatively.
1

1
(N = 19)

%

2
(N = 23)

%

3
(N = 33)

%

0

0.0%

0

0.0%

0

0.0%

2

0

0.0%

0

0 .0%

0

0.0%

3

0

0.0%

1

4.30%

0

0.0%

4

0

0.0%

0

0.0%

0

0.0%

5

2

10.5%

2

8.7%

2

6.0%

6

0

0.0%

3

13.1%

1

3.0%

7

0

0.0%

2

8.7%

3

9.1%

8

4

21.1%

5

21.7%

7

21.2%

9

7

36.8%

2

8.7%

6

18.2%

10

6

31.6%

8

34.8%

14

42.4%

Table 4.28 shows the Dalcroze training impact on teaching of discriminative
listening. Most participants (89.5%) with one training intensive reported a seven or above
on a scale of 1–10 with 10 being positively and one being negatively. Many participants
(86.9%) with two training intensives reported a seven or above. All participants (100%)
with three or more training intensives reported a seven or above.
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Table 4.28 Dalcroze Training Impact on Teaching of Discriminative Listening
Training Intensives N = 75
Scale of 1–
10, with 10
being
positively
and 1 being
negatively.
1

1
(N = 19)

%

2
(N = 23)

%

3
(N = 33)

%

0

0.0%

0

0.0%

0

0.0%

2

0

0.0%

0

0.0%

0

0.0%

3

0

0.0%

0

0.0%

0

0.0%

4

0

0.0%

3

13%

0

0.0%

5

1

5.3%

0

0.0%

0

0.0%

6

1

5.3%

0

0.0%

0

0.0%

7

4

21.1%

2

8.7%

2

6.1%

8

0

0.0%

5

21.7%

3

9.1%

9

6

31.6%

5

21.7%

7

21.2%

10

7

36.8%

8

34.8%

21

63.6%

Table 4.29 shows the Dalcroze training impact on implementation of movement.
Most participants (94.8%) with one training intensive reported a seven or above on a
scale of 1–10 with 10 being positively and one being negatively. All participants (100%)
with two and with three or more training intensives reported a seven or above.
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Table 4.29 Dalcroze Training Impact on Implementation of Movement
Training Intensives N = 75
Scale of 1–
10, with
10 being
positively
and 1
being
negatively.
1

1
(N = 19)

%

2
(N = 23)

%

3
(N = 33)

%

0

0.0%

0

0.0%

0

0.0%

2

0

0.0%

0

0.0%

0

0.0%

3

0

0.0%

0

0.0%

0

0.0%

4

0

0.0%

0

0.0%

0

0.0%

5

0

0.0%

0

0.0%

0

0.0%

6

1

5.3%

0

0.0%

0

0.0%

7

0

0.0%

0

0.0%

0

0.0%

8

1

5.3%

1

4.3%

3

9.1%

9

3

15.8%

2

8.7%

4

12.1%

10

14

73.7%

20

87%

26

78.8%

Results of Hypothesis Testing
The results of the inferential statistical tests performed on the data provide the
necessary information for the acceptance or rejection of the hypothesis of this study. The
null hypothesis for statical testing, along with the corresponding research hypothesis, are
restated here.
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1) Null Hypothesis (for statistical testing): Teachers who have participated in a
greater amount of Dalcroze training will report no influence on their teaching
practices compared to teachers with less or no training.
a. Research Hypothesis: Teachers who have participated in a greater amount
of Dalcroze training will report a greater influence on their classroom
instructional practices compared to teachers with less or no training.
Statistical tests were conducted for significant differences between participants
with varying amounts of Dalcroze training and the amount of time spent on various
activities in the music classroom. Statistical differences were found between participants
with various amounts of Dalcroze training and the amount of time spent moving to and
listening to music in the classroom. Therefore, the results of significance testing, reject
the null hypothesis and support the research hypothesis.
Qualitative Results
Qualitative data were analyzed using an empirical, transcendental
phenomenological approach using Moustakas’ (1994) four-step phenomenological data
analysis. This methodology was selected as its systematic processes complemented the
research questions exploring the influence of the participation in Dalcroze training.
The researcher first underwent epoche, where the researcher sets aside his/her
views of the phenomenon and focus on those views reported by the participants
(Moustakas, 1994). This is the first step of Moustakas’ (1994) four-step
phenomenological data analysis. A summary of the epoche can be found in Chapter 3.
Phenomenological Reduction
Horizontalization is the first step of phenomenological reduction. The researcher
examined interview transcripts, highlighting meaningful statements that provide an
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understanding of the personal experiences of active participation in Dalcroze training (see
Table 4.30).
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Table 4.30 Invariant Constituents
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•

Dalcroze training has expanded my own personal musicianship which has allowed
for more full musical experiences for my learners as well.
Joy and social harmony are pedagogical goals of the work, not byproducts.
Dalcroze emphasizes experiential learning through discovery.
Dalcroze supports my strong belief in musical literacy through using deep
kinesthetic connections with different musical cues that are later labeled and
applied for learners.
Dalcroze hyper focuses on both the individual and the groups’ musical ability in a
way many other approaches lack…Dalcroze gives students the opportunity to
experience music deeply.
Dalcroze makes music more like fun to my students, encouraging them to be
creative
Dalcroze gives students choice.
Dalcroze helps students make a smoother transition to thinking/performing more
musically.
Dalcroze activities teach the whole child.
One must feel and learn music in unique personal way.
The Dalcroze approach is deeper and more artistic than any other music pedagogy
I have experienced
Training gave me more of the conceptual understanding rather than simply
activities to do that were experienced at a 1 to 3-hour workshop.
Training in Dalcroze made me realize kinesthetic learning is very important.
My training let me know that it is possible to use Dalcroze eurhythmics without
having a degree in piano performance.
I wish I had started learning about Dalcroze sooner.
Dalcroze is so much more than movement.
I was challenged by the high level of musicianship required.
The purpose is not just enjoyable movement, but to experience and understand the
music.
I went from “not knowing” to “knowing.”
Training helped me understand what Dalcroze really is.
Dalcroze cannot be completely written or understood by reading about it. It must
be experienced and LIVED.
Dalcroze is not something you “read about,” it is an experience.
Dalcroze is transformative, it touches heart, mind, and body, and is for all ages.
Dalcroze is the height and summit of music education as it is an education in and
through music and ultimately the music is the teacher.
I get to be free with what I want to do and free to play how I wanted and free to
sing how I wanted to sing and free to move at my instrument how I want.
Before eurhythmics, I could not hear the different lines in a piece of music, had
trouble determining form, and could not identify harmonic progressions.
Dalcroze training is part of who I am.
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Table 4.30 (continued) Invariant Constituents
•
•
•

•
•
•
•
•
•

•
•
•
•
•
•
•
•
•
•
•

Dalcroze has improved my musicianship has helped me improve my teaching to
provide students with opportunities to be creative, move, and experience music at
a higher level.
Dalcroze helps me to provide a more well-rounded musical experience for my
students.
Dalcroze should be a part of every music theory class at the university level. It
takes sight-singing to another level when you pair it with the movement of the
body. It also aids in the understanding of the musical structure and the composer's
intent.
Dalcroze training gave me specific activities I could use to help students learn
rhythms and beat and developed my own musicianship.
Dalcroze training has expanded my outlook on how music can be experienced.
The movement, improvisation, and ear training aspects of Dalcroze allow
musicians to experience and embody music in ways I could never have imagined.
Dalcroze helped to jumpstart my passion for music teaching.
Dalcroze training has improved my teaching abilities. It has given me more tools
to reach students and to inspire their love and understanding of music.
My body awareness grounds my musical experience in my physical experience of
weight, balance, plasticity in a gravitational field, as well as time, space, and
energy. I feel more spontaneous. I trust myself more. I can make myself more
available to others, emotionally, because I feel more grounded.
I am a much better musician, much better teacher, much better pianist. I can’t wait
to keep learning more and feel like there never will come an end to this
exploration. It’s freeing and exciting.
Going to training after having taught for 20 years, brought a fresh outlook and
approach to my music classroom and helped to dissipate a staleness in my
mentality.
Dalcroze training was really like going on some kind of magical journey and you
didn't always know where you were going until you got there.
Dalcroze training helped me find my passion for teaching elementary music. It
helped me to see what children are capable of when they are given the freedom to
learn at their own pace.
Dalcroze gave me a way to express myself alongside my students.
Dalcroze training has made me a better musician and teacher. I have a much
better understanding of music because of Dalcroze eurhythmics.
Dalcroze has given me confidence and a whole bag of tricks that I feel more
music teachers should become familiar with. It's not your average Orff level, it
pushes you to go so much farther yourself and truly master the content.
Dalcroze pushed my musicianship skills and hearing.
Dalcroze improves your musicianship
Dalcroze training was transformative, both in the classroom and as a choral music
educator.
I listen to music differently than I ever did before.
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Table 4.30 (continued) Invariant Constituents
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•

Phrasing and form mean so much more to me after training.
Dalcroze kind of helps bring something that’s abstract into a physical
representation.
I see and hear music differently.
I love Dalcroze Eurhythmics and not just it’s application to teaching but it’s
application to myself personally as a musician.
I listened more attentively to the chords, to the harmonies, I listen to the meter, to
the form… I see the whole music and I can isolate certain parts.
Students are experiencing music literacy while moving and responding rather than
just singing and reading.
Pivotal in every way.
More confidence! More creative, more self-esteem about creativity!
More ideas for presenting learning to students. Students find more opportunities
for self-expression.
Truly okay for my students to be at different levels and because of the experiences
I had in training.
Children can fully experience music.
The students get a better education because I am a better teacher because of the
training.
Dalcroze training is a challenge and pushes you forward.
Shown me that it’s ok to be bad at things, and that you can still use whatever
skills you have as a tool in the classroom, and no one will judge
Shown me that every challenge can have a creative and educational solution if
you are patient enough with yourself and your students
I had so much fun the first time, so I really wanted to do it again. Every time that I
go to Dalcroze trainings, I do enjoy them.
As both the student and the teacher, it has pushed me out of my comfort zone and
has kind of forced me to try new things and different things, but I think definitely
that has been beneficial for me as a musician and for my students
It first stimulated my thinking, then my body slowly got the idea of mind-body
linking.
Love the self-expression and creative aspect to feel and understand the music.
I think the whole system is active learning.
Everything Dalcroze I've ever participated in has been active learning!
My students focus more if they have an opportunity to move.
Dalcroze activities are adaptable and accessible to students of all levels and
abilities.
Top three ways, in no particular order, are student engagement, creative
expression, and interpersonal community building.
Dalcroze work allows me to customize activities that allow all to show the depth
if the musical nuances they understand and can express. The work is deeper and
more artistic than any other I have experienced.
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Table 4.30 (continued) Invariant Constituents
•
•
•
•
•
•
•
•
•
•
•
•

Students want to participate, are engaged, and stay on task with Dalcroze
activities.
We do not have enough trained people to offer this approach in a wide scale.
Some training is too expensive and inaccessible in location. I had always wanted
to get trained, but it was always ridiculously expensive.
It’s a lot easier to get certified in other approaches like Orff Schulwerk and
Kodaly.
Inconsistency in certification and training among multiple organizations.
I always wanted to get more training in Dalcroze, but the opportunity has been
very limited.
Dalcroze training was an elective for my graduate program.
I was encouraged by someone that began their training two years before I started
my training.
Mentor encouraged me to participate in Dalcroze training.
Dalcroze offered a pathway for teaching that would allow me to fulfill myself and
my creativity as an artist and musician. It offered enough complexity, subtlety,
and depth to sustain a lifetime of inquiry.
There were many instances where I collaborated with other participants in
learning activities
I collaborated with other teachers in learning activities such as plastiques, group
movement, and designing instructional activities.

Textural Descriptions
Next, clusters of meaning were developed from the significant statements into
themes (Moustakas 1994; Tashakkori & Teddlie, 2003). Every significant statement was
initially treated as possessing equal value. Then statements that were irrelevant to the
research questions and those that were repeated, or overlapping were deleted. The
remaining statements were identified as the horizons or textural meanings (Moustakas,
1994). After careful examination, the significant statements were grouped into themes.
Four primary themes emerged: 1) understanding Dalcroze, 2) benefits of Dalcroze
training, 3) Dalcroze training and, 4) influence on music classroom. Several codes from
the primary analysis became subthemes under the themes identified from the second
analysis. Under the theme “Dalcroze training” fell the following subthemes related from
100

the primary analysis: why participate in Dalcroze; active learning opportunities;
collective participation; influential experiences; challenging experiences, and limitations.
Under the theme “influence on the music classroom” fell the following subthemes related
from the primary analysis: instructional practices; student learning; assessment;
classroom management; and adapting Dalcroze (see Table 4.31).
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Table 4.31 Textural Descriptions
Evidence in Participant Responses and
Themes
Understanding
Dalcroze

Benefits of
Dalcroze

Subthemes

Interviews
“Joy and social harmony are pedagogical goals of
the work, not byproducts.”
“…emphasizes the importance of experiential
learning through discovery.”
“…teaches the whole child.”
“…so much more than just movement.”
“…must be experienced to fully understand.”
“...training is a challenge and pushes you forward.”

“...expanded my own personal musicianship.”
“…feel, learn, and experience music in a unique
personal way.”
“...is transformative, touches heart, mind, and body,
and is for all ages.”
“...helped improve my teaching at a higher level to
provide students with opportunities to be creative,
move, and experience music at a higher level.”
“I am a much better musician, much better teacher,
much better pianist.”

Dalcroze
Training
Why
Participate in “…focuses on both the individual and the groups
Dalcroze
musical ability in a way many other approaches
Training?
lack.”
“...elective for my graduate program.”
“...encouraged by someone.”
Active
Learning
Opportunities “...the whole system is active learning.”
“Everything Dalcroze I've ever participated in has
been active learning!”
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Table 4.31 (continued) Textural Descriptions
Collective
Participation

“...plastique’s, group movement, and designing
instructional activities.”
“...many instances where I collaborated with other
participants.”

Influential
Experiences

“…deeper and more artistic than any other
experienced.”
“...possible to use Dalcroze eurhythmics without
having a degree in piano performance.”
“…learning to see, hear, and describe musical
elements and nuances I never could before.”
“...offered enough complexity, subtlety, and depth
to sustain a lifetime of inquiry.”
“...deeper and more artistic than any other training I
have experienced.”

Challenging
Experiences

“…challenged by the high level of musicianship.”
“Inconsistency in certification and training among
multiple training centers and organizations.”
“...pushed me out of my comfort zone.”

Limitations

“I always wanted to get more training in Dalcroze,
but the opportunity has been very limited.”
“...not have enough trained people to offer this
approach in a wide scale.”
“...too expensive and inaccessible in location.”

Influence on
Music
Classroom
Instructional
Practices

“…deeper, well-rounded, and full musical
experiences for learners.”
“…gives students choice and allows for selfexpression.”
“…helps students perform more musically.”
“..student engagement, creative expression, and
interpersonal community building.”
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Table 4.31 (continued) Textural Descriptions
Student
Learning

“…makes music more fun for students, increasing
participation and encouraging creativity.”
“...not just enjoyable movement, but to experience
and understand the music.”
“...students focus more if they have an opportunity
to move.”
“...students get a better education because I am a
better teacher because of the training.”

Assessment

“...activities that allow all to show the depth of the
musical nuances they understand and can express.”

Classroom
Management

“Students want to participate, are engaged, and stay
on task with Dalcroze activities.”

Adapting
Dalcroze

“...are adaptable and accessible to students of all
levels and abilities.”
“Truly okay for my students to be at different
levels.”

Structural Descriptions
Next, data were summarized to describe “how” the participants experienced
Dalcroze training and “what” they experienced during Dalcroze training in structural
descriptions. Textural descriptions were considered, and additional meanings were sought
from different perspectives, roles, and functions (Moustakas, 1994). This process of
imaginative variation involved consideration of varying meanings and perspectives of the
data by collecting and organizing all the invariant constituents. A list of themes and
descriptions of the experiences was then constructed and amalgamated into a composite
description that represents the experiences of all the participants. Results of “why”
participants participate in Dalcroze training, “how” the participants experienced Dalcroze
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training, “what” they experienced during Dalcroze training, “what” benefits they
experienced through participating in Dalcroze training, and “what” influence Dalcroze
training had on the music classroom can be found in textural descriptions listed below.
Why did the participants participate in Dalcroze training? Multiple factors
were referenced when asked what prompted participation in Dalcroze training. Many
were encouraged by other teachers or mentors who had participated in Dalcroze training
themselves. Others reported initially participating in Dalcroze training because it was
offered as an elective for graduate coursework. After completing their initial training,
many participants reflected on the influential experiences which prompted them to pursue
further training. As one participant shared, Dalcroze training “focuses on both the
individual and the group’s musical ability in a way many other approaches lack.”
How did participants experience Dalcroze? When participants talked about
Dalcroze, many elements were discussed: it is experiential learning through movement,
joy and social harmony are main goals, and it must be physically experienced to be fully
understood. The training is challenging but pushes one forward. The Dalcroze approach
“teaches the whole child” beyond basic skills in understanding musical concepts.
Students must be aware of and control their own bodily movements in their own selfspace in conjunction with social interaction with peers.
What did participants experience during Dalcroze training? Participants
reported various types of learning opportunities along with influential and challenging
experiences. In regard to active learning, “the whole system is active learning” and
“everything Dalcroze I’ve ever participated in has been active learning!” Dalcroze
training provided a multitude of collective participation opportunities as well. These
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experiences included “plastique’s, group movement, and designing instructional
activities.” Furthermore, there were “many instances where [we] collaborated with other
participants.”
Influential experiences from having participated in Dalcroze training were
numerous. Training in Dalcroze was reported as “deeper and more artistic than any other
experienced.” Further, the skills developed in training allow participants to “see and hear
musical elements and nuances” in a way they had not experienced prior to training. These
experiences ultimately offered participants “enough complexity, subtlety, and depth to
sustain a lifetime of inquiry.” Furthermore, participants who were not strong piano
players reported learning that it is “possible to use Dalcroze eurhythmics without having
a degree in piano performance.”
Despite the multitude of influential experiences from Dalcroze training,
challenging experiences were also reported. Training challenges participants and
demands that participants seek a “high level of musicianship” through exercises and
activities. Frustrations would occur with participants when there was a lack of
encouragement from instructors and challenges seemed unattainable when they were
“pushed out of [their] comfort zone.” Beyond the actual training, participants also
reported challenging experiences with the certification process. This included the
“inconsistency in certification and training among multiple training centers and
organizations.”
Furthermore, limitations in participating in Dalcroze training were also brought to
surface. Despite the positive reaction to the Dalcroze approach, there are “not enough
trained people to offer this approach in a wide scale.” This results in the dearth of training
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opportunities in accessible locations as participants reported wanting to pursue more
training “but the opportunity has been very limited.” Moreover, Dalcroze training is often
accompanied with high costs to participate, resulting in being “too expensive and
inaccessible in location.”
What benefits did participants experience through Dalcroze training?
Participants reported multiple benefits of the Dalcroze approach and participating in
training. Dalcroze allows people to “feel, learn, and experience music in a unique and
personal way.” Dalcroze training further allowed participants to “expand [their] own
personal musicianship.” Because of the training, participants reported being better
musicians, teachers, and pianists. It is an approach that is accessible for people of “all
ages” and is “transformative, touches heart, mind, and body.” Benefits extend beyond the
participant into the music classroom as Dalcroze training “helped improve my teaching at
a higher level to provide students with opportunities to be creative, move, and experience
music at a higher level.”
What influence has Dalcroze had on participants music classrooms?
Participants perceived that implementing the Dalcroze approach in their music classroom
had an impact on the following areas: instructional practices; student learning;
assessment; classroom management; and adapting Dalcroze to various learners.
Regarding instructional practices, implementing Dalcroze activities provide “deeper,
well-rounded, and full musical experiences for learners.” Furthermore, Dalcroze activities
allow for “student choice and self-expression” as well as “helps students perform more
musically.” After implementation of Dalcroze activities, participants reported an increase
in “student engagement, creative expression, and interpersonal community building.”
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Participants shared that student learning seemed to have been impacted since
introducing Dalcroze activates in the music classroom. Dalcroze activities “makes music
more fun for students, increasing participation and encouraging creativity.” With
Dalcroze activities “students focus more if they have an opportunity to move.”
Regarding the implementation of movement, it was highlighted that “movement is not
done just for movements sake, rather to experience and understand the music.” Moreover,
participants felt that their “students get a better education” because Dalcroze training
made them a “better teacher.”
Dalcroze activities provide teachers with opportunities to immediately assess so
they can adapt instruction appropriately to ensure student success. Participants reported
being able to see if students were not moving in a way that reflects the musical concept
being taught. In response, teachers were instantly able to modify their improvisation in a
way that encouraged students to modify their movement until they achieved the objective
desired. As one participant shared, many Dalcroze activities are “activities that allow all
to show the depth of the musical nuances they understand and can express.”
Participants reported a difference in classroom management since implementing
Dalcroze activities. “Students want to participate, are engaged, and stay on task with
Dalcroze activities,” resulting in “significantly less behavior problems.” When children
are not responding how the teacher wants, the teacher is able to “adjust” what they are
improvising. This allowed the teacher to guide the students in appropriate movement and
responses during activities because students “want to know more” and “actively
participate in the activities.”
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Participants reported that Dalcroze activities “are adaptable and accessible to
students of all levels and abilities.” Many participants reported various ways that
activities were modified from locomotor to non-locomotor activities as “the hands
become the feet.” For students who were uncomfortable with the social interaction
activities, activities were “adapted for the students to experience on their own while
watching other students engage in the social interaction.” Dalcroze activities gave
teachers reassurance that it was “truly okay for students to be at different levels.”
Furthermore, Dalcroze activities allowed one the teacher to “meet the students where
they are musically in order to help them develop and grow in their musical skills.”
Intuitive Integration
Finally, eidetic reduction occurred for an essential, invariant structure, or central
underlying meaning of the experience, to be discovered to highlight the common
experiences of the participants (Creswell, 2007; Moustakas, 1994). The data revealing the
similar experiences of Dalcroze training among participations can be seen in Figure 4.2.
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Figure 4.2 Visual diagram of the essence of Dalcroze training among participants

The culminating essence of Dalcroze training for participants was experiential
learning opportunities, enhanced teaching skills and musicianship, and differential
learning opportunities. Dalcroze training required participants to actively experience
activities firsthand to better understand the purpose of such activities. Many Dalcroze
activities required active collaboration between the teacher and students, as well as
interaction between participants. The result of active participation in these activities was
a transformative way to experience and understand musical concepts beyond mere
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movement. Rather, the whole body and mind were engaged simultaneously to create a
deeper understanding through experiential learning.
These active experiences in training resulted in enhanced teacher instruction as
participants were able to take what they experienced into their own classrooms for
students to also experience. Furthermore, participants of Dalcroze training reflected
influential changes to their own teaching practices and their own musicianship. This led
to an increase in student participation and understanding of musical concepts being
taught. This also resulted in students being able to experience and understand music at a
higher level than previously, similarly to how their teachers did through their Dalcroze
training encounters. The experiential learning that was provided by the teacher increased
student engagement and expression. Furthermore, the active collaboration that the teacher
experienced during training was transferred to their own students, between both the
teacher and students, as well as between students themselves. This resulted in
interpersonal community building and social interaction, which often allowed students to
have more fun and maintain engagement and participation throughout the class.
Ultimately, teacher training in Dalcroze allowed participants’ students to encounter a
better music education experience than prior to training.
Beyond enhanced teaching skills, participants experienced enhanced skills in their
own musicianship, which further transferred to increased musicianship in their own
students. Dalcroze activities allowed participants to develop skills to hear, see, and
describe musical nuances they were unable to before. This challenged participants to a
higher level of musicianship and resulted in a deeper and more artistic experiences.
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The nature of Dalcroze activities allows focus to be placed both individually and
as a group simultaneously. Additionally, Dalcroze activities are adaptable and can be
made accessible to participants of all ages. The ability to differentiate activities allows for
participants to uniquely feel, experience, and learn music concepts in a personal way.
Summary of Qualitative Results
In summary, four primary themes emerged from analysis of the quantitative data:
1) understanding Dalcroze, 2) benefits of Dalcroze, 3) Dalcroze training, and 4) influence
on music classroom. The culminating essence of participants was that Dalcroze training
encompasses experiential learning opportunities, enhanced teaching skills and
musicianship, and differential learning opportunities. The influence of these experiences
may vary in intensity, but the amalgamation of all is consistent. Through understanding
the approach as a means of experiencing and expressing music through movement,
participants were able to enhance instruction in their own classrooms and keep their
students more on-task and engaged. Furthermore, participants reported influential
experiences from their own participation in Dalcroze activities that allowed them to
become better musicians and ultimately better music educators, thus allowing their own
students to become better musicians.

112

CHAPTER 5: DISCUSSION
This chapter is organized into the following sections: (1) a review of the purpose,
procedure, and results, (2) limitations, (3) results of the study and conclusions, (4) a
discussion of theoretical framework and research questions, (5) effective professional
development, (6) a brief discussion of the impact of the 2020 COVID-19 pandemic on
participants in this study, (7) implications for music education, and (8) recommendations
for future research.
Review of the Purpose, Procedure, and Results
The purpose of this mixed methods study was to examine music teachers’
perspectives on the influence of participation in Dalcroze training in the K–12 music
classroom. A sequential explanatory mixed method research design was used because
mixed methods research help researchers better understand a phenomenon than either
quantitative or qualitative designs alone (Mills & Gay, 2019) and they provide a more
complete picture of the research problem (Tashakkori & Teddlie, 1998). For the
quantitative data of this design a cross-sectional web-based survey was administered to
91 participants who completed the Dalcroze Training Experience Questionnaire. Out of
91 respondents, six were selected for the qualitative part of the study. Participants were
interviewed and data was analyzed using an empirical, transcendental phenomenological
approach, using phenomenological reduction to discover the essence of the experience of
participating in Dalcroze training (Moustakas, 1994). Further, the data was summarized
to describe “why” the participants participated in Dalcroze training, “what” the
participants experienced through participation in Dalcroze training and “how” they
experienced it in order to identify the essence statement of the experience.

A primary strength of self-reported survey research is that it allows the
participants to report their own experiences rather than researchers inferring them based
on observations. Questionnaires and surveys also allow researchers to more easily collect
data from a larger sample of participants than through true experimental and
observational research. A primary strength of the phenomenological approach is to
provide a lush and comprehensive description of human experiences and meanings
(Moustakas, 1994). The distinctive purpose of phenomenology of understanding the
essence of meaning of a phenomenon is not only valuable for researchers but also for
music teachers as it informs practice. A strength of interviews includes providing a
detailed look at the attitudes, feelings, and experiences of participants (Creswell, 2007).
Limitations
A major limitation of this study was the small sample size. Convenience sampling
was used because there were not enough participants to generate a randomized sample.
The results of significance testing should be interpreted with the sample size in mind.
Furthermore, imitations of survey research include the innate bias of self-reported
responses on questions. Validity of the Dalcroze Training Experience Questionnaire
(DTEQ) is limited as there is no previous research on this topic beyond the pilot study to
compare results to. Reliability of the DTEQ is also limited as it is researcher constructed
and has not yet been used by others for research purposes. To increase reliability of this
survey design, the DTEQ was piloted with American Eurhythmics Society Master
Teaching Artists and Dalcroze Society of America licensed instructors. Future research
on this questionnaire is needed to increase the validity of this questionnaire design and
the results it yields.
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Results of the Study and Conclusions
Based on the data analysis in the previous chapter, I present the following results
and conclusions.
1) There were similarities as well as differences among music teachers with various
amounts of Dalcroze training and various amounts of teaching experience.
2) Participation in Dalcroze training significantly increased teacher’s classroom
practice of implementation of movement.
3) Participation in Dalcroze training along with teaching experience significantly
increased teachers’ classroom practice of describing music in the classroom.
4) Participation in Dalcroze training positively increased teachers’ classroom
practice teaching of rhythm.
5) Participation in Dalcroze training positively increased teachers’ classroom
practice teaching of solfege.
6) Participation in Dalcroze training positively increased teachers’ classroom
practice of discriminative listening.
7) The greatest influence of Dalcroze training on participants was the impact training
had on their own music classrooms.
Discussion of the Theoretical Framework and Research Questions
Desimone (2009) investigated the effectiveness of professional development and
discovered that it requires the integration of the following five “critical features”: 1)
content focus, 2) active learning opportunities, 3) coherence, 4) collective participation,
and 5) duration. Content focus refers to activities that increase teacher understanding and
skills, improve teaching practices, and thus increase student achievement. Active learning
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involves participants taking responsibility and ownership of their learning and actively
participating in the construction of their knowledge. Coherence is the extent that teacher
learning is constituent with teacher knowledge and beliefs. Collective participation
involves collaboration among teachers within the context of professional learning
communities. Duration is important for the amount of academic and pedagogical change
teachers implement; professional development that spans a longer duration is more
effective. In this section, I discuss the research questions considering the findings,
Desimone’s theoretical framework and the literature reviewed in Chapter 2.
Primary Research Question
How has Dalcroze training influenced music teachers’ classroom
instructional practices? Results from this study indicate that professional development
in Dalcroze gave teachers pedagogical skills in movement, rhythm, musical expressivity,
discriminative listening, and solfege that influenced their instructional practices.
Furthermore, implementing Dalcroze in the classroom influenced classroom instructional
practices in a multitude of ways: teachers engaged students in music-making more,
teacher’s own musicality in the classroom increased, and teachers perceived students
participating in more meaningful musical experiences. “Meaningful” experiences were
described as experiences that had more movement and teacher modeling (and student
imitation) with significantly less teacher talk. This aligns with the critical features of
content focus and active learning opportunities in Desimone’s (2009) framework that
participants of Dalcroze training incorporated activities that increased teachers
understanding and skills and improved teaching practices.
Teachers Gained Pedagogical Skills. The skills gained in Dalcroze training
courses helped teachers in this study to build a foundation in the approach and implement
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Dalcroze methods in their own teaching. This is similar to previous research in a 2004
study, Wang and Sogin discussed the necessity of an expert teacher to deliver music
pedagogies and processes effectively. In order to achieve expert teaching skills a teacher
must gain experience, attend teacher-training, and go through required certification
processes (Abeles & Custodero, 2010; Allsup, 2016; Wang & Sogin, 2004). Also, in this
study, specialized teacher training in Dalcroze correlated positively with enhanced
teacher instruction, similar to a 2002 study by Wang and Sogin, where researchers
discovered that specialized teacher training in Orff Schulwerk was related to enhanced
teacher instruction. To understand the Dalcroze approach and to embrace it in one’s own
teaching takes practice and time which aligns with the critical features of content focus in
Desimone’s (2009) theoretical framework.
Additionally, teachers who had more Dalcroze teacher-training reported
significantly higher amounts of movement in their classroom. This is similar to a 2008
study by Sogin and Wang, where teachers who had more training in Orff Schulwerk had
increased time spent playing instruments, which is a primary aspect of the Orff
Schulwerk approach. These changes allow students to be engaged in music-making for a
greater amount of classroom time and enable students to participate in more meaningful
experiential teaching methods. These outcomes are favorable and reflect the success of
receiving systematic training in the Dalcroze approach, similar to the findings by Sogin
and Wang (2008) with Orff Schulwerk training. Not only do teachers learn more subject
knowledge in music teaching by participating in Dalcroze teacher-training but also the
transfer of these pedagogic skills to actual practice is suggested in the data which aligns
with the critical features of content focus duration in Desimone’s (2009) framework.
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Influence of Dalcroze in the Classroom. Data indicated that experiencing
eurhythmics firsthand, through active learning opportunities is vital in understanding how
to implement eurhythmics in one’s own classroom. Many eurhythmics activities during
Dalcroze training influenced participants’ classroom instructional practices. Participating
in Dalcroze training not only allowed participants to learn and experience various musical
concepts, but the process allowed participants an understanding of how to use
eurhythmics activities and lessons in their own classroom. These activities, discussed in
detail below, provided participants a foundation on how to lead students in similar types
of creative movement which aligns with the critical features of content focus and active
learning opportunities in the theoretical framework (Desimone, 2009).
Furthermore, most participants with one training intensive in Dalcroze reported
that the training increased their implementation of solfège in the classroom. After three
summers of trainings, even more participants implemented solfege. Many participants
reported active learning opportunities to sing canons as well as improve sight singing
skills. Participating in Dalcroze training strengthened participants solfege skills which
then increased their confidence and competence to teach these skills to their own
students. Training further allowed participants to bring singing and solfege into their
classroom beyond using predetermined and ‘traditional’ songs. These findings are similar
to a Williamson’s (2011) study, where teachers perceived themselves to be effective
teachers after participating in specialized training. These findings also align with the
theoretical framework critical features of content focus, duration, and active learning
opportunities (Desimone, 2009).
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Participants also reported using more eurhythmics activities in their classrooms,
after training, such as and stepping rhythmic patterns that the teacher was improvising at
the piano; bouncing racquet balls while improvising vocally; and stepping, conducting,
and singing different rhythmic patterns in different meters and using different body parts
(feet, hands, voice, etc.). After participating and experiencing active learning
opportunities with eurhythmics activities, many participants insisted that bodily
movement must accompany music learning. This is an integral aspect of the Dalcroze
approach in which Jaques-Dalcroze insisted that musical cognition is the result of
embodiment (1921/1980). Seitz (2005) further supported the belief that music cognition
is the result of embodiment. This corroborate Dalcroze’s notion that participation in
eurhythmics activities promote an increase of musical skills including, but not limited to,
rhythm, tempo, dynamics, articulation, and phrasing (Jaques-Dalcroze 1921/1980).
Participants emphasized that the implementation of more eurhythmics activities
and active learning opportunities are needed in order to prepare students for the musical
concepts that are being taught and to further connect movement to musical concepts; this
means including quick reaction exercises in the classroom. Quick reaction activities
prepare the student to be flexible and present in the moment. An example of a quick
reaction activity is requiring students to respond to changes through ‘hipp’ and ‘hopp’
verbal commands or musical cues. ‘Follow’ and ‘canon’ exercises guide the student
toward processing and reacting to musical content with increasing complexity. A follow
activity requires the student to follow and reflect subtle changes in the music with their
body, such as tempo, dynamics, and articulation. Controlling movement in response to
music requires students to manipulate and experience the relationship between time,
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space, and energy, the foundation of the Dalcroze philosophy (Jaques-Dalcroze,
1921/1980; Jaques-Dalcroze, 1930). Clapping or bouncing racquet balls to the beat and
subdivision at various tempi further reinforces this concept. Other activities described by
participants involved using elastic bands to show rhythm, duration, articulation, and
phrasing. Additionally, many Dalcroze eurhythmics activities highlight the experience
and understanding of anacusis, crusis, and metacrusis. These findings also align with the
theoretical framework critical features of content focus and active learning opportunities
(Desimone, 2009).
Participants also reported that being trained in the Dalcroze approach allowed
them to more confidently be able to scaffold and sequence movement activities based on
children’s mobility development and current level of understanding of specifical musical
concepts based on Jacques-Dalcroze’s morphology of music (Jaques-Dalcroze,
1921/1980; Jaques-Dalcroze, 1930). Dalcroze training allowed teachers to easily
differentiate instruction and activities to learners of all levels in a single classroom.
Meaningful Musical Experiences. Participants further reported that students
were able to respond in movement in a way that wass meaningful and accessible to them
which then allowed motivated learners to stay engaged as well as struggling learners a
means of exploration in self-discovery to understanding the musical concepts.
Additionally, participants reported that eurhythmics activities also activated children’s
imagination allowing them to be creative and expressive through their movement. These
findings align with the description of Dalcroze education according to the Dalcroze
Society of America (2019) which states that “Dalcroze Education is a playful,
experiential approach to teaching and learning music.”
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Furthermore, participants believed that eurhythmics activities helped promote
social emotional learning in the music classroom. The key components of social
emotional learning are self-awareness, social awareness, responsible decision-making,
self-management, and relationship skills (Edgar, 2017; Hallam, 2010). Each of these
components are integrated through eurhythmics activities aforementioned (American
Eurhythmics Society, 2019; Dalcroze Society of America, 2019). These findings align
with the critical features of content focus, coherence, and active learning opportunities in
Desimone’s (2009) framework.
Summary. The benefits that Dalcroze training had on participants, both
individually and in the classroom is supported through literature. Professional
development is a foundational way for music teachers to grow and improve as educators
(Barret, 2006; Bauer, 2007 Bauer & Berg, 2001; Bush, 2007; Conway, 2003; Danielsen
& Johansen, 2012; Garet et al. 2001; Hammel, 2007; Schmidt & Robbins, 2011).
Participants of this study reported influence of training in the areas of classroom
instruction and implementation of learning activities (teaching), similar to a study by
Bauer and Berg (2001) that explored the influences of instrumental music teaching.
Secondary Research Questions
How has Dalcroze training influenced participants’ understanding of the
Dalcroze approach? Participation in Dalcroze training provided participants with a
deeper understanding of the Dalcroze approach. Participants in this study reported that
they did not fully understand the Dalcroze approach until they participated in a summer
training program. It was through immersion in an extended training beyond a single-day
workshop that participants were able to better understand and experience the Dalcroze
pedagogy. The findings discussed in this section align with the theoretical framework
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critical features of content focus, active learning opportunities, coherence, duration, and
collective participation (Desimone, 2009).
Participants shared that Dalcroze activities were challenging yet enjoyable to
experience; they were active, engaging and included opportunities for both the individual
and everyone to be involved (collective participation). Through movement, participants
were able to communicate musical concepts to teachers, not only individually, but also,
collaboratively. The Dalcroze approach thus allowed participants’ whole body, mind, and
soul to be the vessel for music, allowing the participants to become the music. This
finding supports the assertion that the Dalcroze approach allows for experiential learning
through movement and self-discovery (Anderson, 2011; Juntunen & Hyvonen, 2004;
Meade 1994; Seitz, 2005).
How has Dalcroze training influenced student learning in the music
classroom from the music teacher’s perspective? Participants of Dalcroze training
reported an increase in student learning in the music classroom. Participants reported that
by learning music through movement, students were able to incorporate knowledge at
many levels and felt musical concepts through body movement, which is a primary goal
of eurhythmics as designed by Dalcroze (Jaques-Dalcroze, 1931). In a eurhythmics
lesson, the students must listen attentively and find ways to apply what is happening in
the music by using body movement in an appropriate amount of time, by using the space
around them and applying a corresponding amount of energy to their movement
(Abramson, 1997; Anderson, 2011; Farber & Parker, 1987; Meade, 1994). In this way,
students learn to enact particular musical meanings in physical space.
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Participants reported that incorporating musical games and activities through
Dalcroze activities allowed students to have fun while actively learning musical concepts.
Participants further reported an increase in student engagement, creative expression, and
interpersonal community building within their music classrooms. Dalcroze activities
allowed students a means to creatively express themselves in a safe environment while
learning music objectives. Students were also able to listen more critically and describe
musical elements through both language and movement. Additionally, participants
reported that students were able to understand more complicated rhythmic patterns by
experiencing them through movement first, then identifying with notation later.
Since implementing Dalcroze activities, participants observed that their students
understood musical concepts they were not able to as easily in the past. Change is
constant in a Dalcroze music lesson with the teacher improvising music based on student
responses and understanding. Throughout a Dalcroze lesson, students must be continually
present, alert, and invested in Dalcroze activities (Abramson, 1997; Anderson, 2011;
Farber & Parker, 1987; Jaques-Dalcroze, 1923; Meade, 1994). According to participants,
this resulted in heightened listening skills, improved flexibility, and a bolstered intuitive
response to music. These findings support the idea that implementing embodied
pedagogy enhances student musical understanding (Juntunen, 2016; Juntunen &
Hyvonen, 2004; Seitz, 2005).
Participants reported that since implementing Dalcroze activities in their
classrooms, students tended to be more on-task and engaged in classroom activities. This
corroborates Lengel and Kuczala (2010) that when new material is presented in an active
and engaging way for students to experience with their whole bodies, they remain on-task
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in the movement activities reducing classroom management issues that may arise from
non-kinesthetic learning. Student responses to music allowed students to use their entire
body as a musical instrument, maintaining engagement throughout the instructional
process, ideas supported by the literature (Dalcroze Society of America, 2019; Hallam,
2010). Furthermore, it appears that Dalcroze activities not only encourage social
interaction among students but also facilitated an environment that wass fun and
engaging for students to want to participate in.
Additionally, participants reported that their students appeared to have a deeper
understanding of musical concepts after participating in Dalcroze activities. This aligns
with the literature that students’ musical perception and performance can be heightened
and transformed when the natural motions of the body are engaged in response to music
(Abramson, 1997; Jaques-Dalcroze 1921/1980; Moore 1992; Seitz, 2005). These results
corroborate Bauer’s (2007) conclusion in his review of research on professional
development with experienced music educators that in order for “professional
development of music educators to be considered a success, it should positively impact
the learning of students” (p. 20). These findings align with the theoretical framework
critical feature of content focus (Desimone, 2009).
To what extent did participants partake in active learning opportunities
during Dalcroze training? Participants reported that nearly all experiences during
Dalcroze training were active learning opportunities. In typical Dalcroze training courses,
content centers on three branches: eurhythmics, solfege, and improvisation (American
Eurhythmics Society, 2019; Dalcroze Society of America, 2019). Eurhythmics activities
are active learning opportunities at their core requiring listening, analyzing,
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discriminating, and responding to music through movement, along with the ability to
choose how to interpret the music and show it through movement (Farber & Parker;
1987; Findlay, 1971; Gell, 2006; Juntunen, 2002, 2004; Juntunen & Hyvonen, 2004;
Meade, 1994). Solfege training involves both cognitive and aural attention requiring
participants to be actively engaged in order to understand (Anderson, 2011, 2012;
Bachman, 1991; Jaques-Dalcroze, 1920/1981; Jaques-Dalcroze, 1930). Improvisation
training requires participants to actively respond to other participants who are moving to
guide them in ways they want them to move (Abramson, 1980; Jaques-Dalcroze, 1930).
Most participants thought that their Dalcroze training was eye-opening, lifechanging, and valuable. Participants reported that self-assessment and self-awareness
were key components of Dalcroze training; it required them to take responsibility and
ownership of their learning and actively participate in the construction of their
knowledge. Training ultimately provided participants countless opportunities to explore
and discover the elements of music that are taught, providing a transcendent, euphoric
experience, allowing the participants to become the music. These findings align with the
critical features of content focus, coherence, and active learning opportunities in the
theoretical framework (Desimone, 2009).
To what extent did participants join in collective participation opportunities
during Dalcroze training? Participants reported that nearly all the activities were done
in collaboration with other Dalcroze students participating in the training. Social
connection and collective music-making and learning are key in Dalcroze activities and
participants reported both highly evident through Dalcroze training. Participants reported
responding to other people playing music and making group movement experiences
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through eurhythmics and plastique animée, as well as opportunities for both individual
and group lesson designing and teaching opportunities. Furthermore, participants
reported moving to music with others allowed all involved to see and feel others moving
together. The social interaction during eurhythmics movement activities further provided
participants collective participation opportunities during Dalcroze training. Other socially
interactive eurhythmics activities required participants to engage with other participants
through eye-contact, high-fiving, mirroring non-locomotor movement, and more. Social
integration is fundamental and germane to the approach (Jaques-Dalcroze, 1920/1981;
Jaques-Dalcroze, 1930; Mead, 1994). These activities are similar to those discussed in
Dalcroze literature (Abramson, 1987; Jaques-Dalcroze, 1920/1981; Jaques-Dalcroze,
1930; Juntunen, 2004; Mead, 1994). The implementation of collective participation
during training aligns with the theoretical framework for effective professional
development (Desimone, 2009).
What are the factors that influenced music teachers’ decisions to participate
in Dalcroze training? Participants referenced multiple factors that influenced their
decision to participate in Dalcroze training. Many were encouraged by other teachers or
mentors who had participated in Dalcroze training themselves. Others reported initially
participating in Dalcroze training because it was offered as an elective for graduate
coursework. After completing their initial training, many participants reflected on the
influential experiences which prompted them to pursue further training. Ultimately, the
benefits, challenges, and accessibility of training were a large factor in the participants
continuation of Dalcroze training.
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Participants mentioned that the time commitment affected their decision to
participate in Dalcroze training. Historically, participating in Dalcroze training has
required an extensive time commitment with an underlying expectation that the teacher
must be highly skilled in piano performance (Bachman, 1991). Piano skills were also a
consideration for participants. Historically there has been an underlying expectation that
the teacher must be highly skilled in piano performance in order to participate in
Dalcroze training (Bachman, 1991). However, recent literature and participants’
responses suggest that having a strong background in piano performance is not necessary
in order to complete Dalcroze training or become a successful Dalcroze teacher
(American Eurhythmics Society, 2019; Juntunen, 2002; Juntunen, 2016).
Because Dalcroze training is cumulative in nature, it is encouraged for teachers to
take multiple years of training in order to learn the Dalcroze approach as well as to
improve their own pedagogy and musicianship skills. The experiential instructional
activities characteristic to the Dalcroze approach promote a deeper musical
understanding. Therefore, having more training and practice in the Dalcroze approach
allows teachers to be more flexible during instruction. Experienced teachers tend to be
more flexible in their approach: expert teachers ranked ‘flexibility’ as the most important
factor for teaching effectiveness in a previous study (Sogin & Wang, 2000). These
findings align with the theoretical framework critical feature duration (Desimone, 2009).
What was the essence of Dalcroze training for participants? Although the
participation in Dalcroze training influenced participants and their music classrooms in
various capacities, the essence of Dalcroze training for participants included experiential
learning opportunities, enhanced teaching skills, enhanced musicianship, and differential
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learning opportunities.
Training in the Dalcroze approach not only enhanced teaching skills but also
provided participants with enhanced skills in their own musicianship. After training,
participants reported being able to hear, see, and describe musical nuances they were
unable to prior to training, resulting in a deeper and more artistic experience. These skills
then allow participants to use these skills to further enhance their own teaching skills to
provide a better music education experience for their students. These findings corroborate
Williamson’s (2011) study on the effectiveness of Orff Schulwerk training, that after
professional training in a specialized approach, participants reported a greater confidence
in and improved teaching skills.
Returning to Desimone’s (2009) theoretical framework, this essence divulges that
Dalcroze training in the United States assimilates key elements of effective professional
development, specifically, content focus, active learning opportunities, and collective
participation. Training in Dalcroze primarily incorporates active learning opportunities
that require the participant to be actively involved and experiencing various activities.
These active learning opportunities enhance the content knowledge of participants as
Dalcroze training is immersive in teaching the Dalcroze approach and activities for use in
the K–12 music classroom in various collaborative capacities. Research supports that
music teachers need time with other music teachers in order to reflect and improve their
practice (Bauer, 2007; Borko, 2004; Conway, 2008)
To what extent do the qualitative results confirm the quantitative results?
The qualitative results aligned with the quantitative results of this study and provided
more detail on participants’ experiences and thoughts—Dalcroze training positively
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influenced instructional practices and teachers perceived higher levels of student
participation and music understanding after implementing Dalcroze activities in their
classrooms.
Participants reported that participation in Dalcroze training increased classroom
time spent on experiential and engaging activities. There was a significant increase in the
implementation of movement in the K–12 music classroom after analyzing the
quantitative data which corroborated the responses received from the open-ended
questions on the questionnaire and the interviews. Additionally, increased training in
Dalcroze and teaching experience increased the teachers’ emphasis on describing music
through discriminative listening in the music classroom. Literature supports these
findings as Anderson (2011) discussed that training in eurhythmics enhanced student
listening, as students must respond to the music immediately with their body.
Additionally, Dalcroze activities initiate a process in which two learning modalities work
simultaneously: the intellectual and the sensory (Juntunen, 2016).
The qualitative findings also support the quantitative findings of this study that
Dalcroze training increases solfege and teaching of rhythm in the music classroom,
allowing students to perform more musically and gain a deeper understanding of musical
concepts. Table 5.1 (continued) presents a quantitative and qualitative data comparison.
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Table 5.1 Quantitative and Qualitative Data Comparison
Associated
Quantitative Data
Quantitative (Taken from survey
Finding
questions)

Qualitative Data
Examples
(Taken from
interviews)

Associated
Qualitative
Findings

Data
Convergence
(Align,
Contradict,
Mixed,
Enhance)

Primary Research Question 1: How has Dalcroze training influenced music teachers’ classroom
instructional practices?
Positive
Influence on
Instructional
Practices

Dalcroze training impact
on Implementation of
Movement (100% of
participants with two or
more training intensives
reported a seven or
above.
Means (9.50 9.44, 9. 65)

Dalcroze training on
impact on teaching of
Discriminative Listening
(89.5% with one training
intensive reported a seven
or above) (86.9% with
two training intensives
reported a seven or
above) (100% with three
or more training
intensives reported a
seven or above.
Means (8.72, 7.70, 8.50)

Dalcroze training impact
on teaching of Solfege
(89.5% with one training
intensive reported seven
or above) (73.9% with
two training intensives
reported a seven or
above) (90.9% with three
or more training
intensives reported a
seven or above.
Means (8.72, 7.70, 9.15)

“…deeper, wellrounded, and full
musical experiences for
learners.”

Influence on
Instructional
Practices

Expression
“…gives students
choice and allows for
self-expression.”

Musicality

“…helps students
perform more
musically.”
“...student engagement,
creative expression, and
interpersonal
community building.”

Student
Engagement

“...students get a better
education because I am
a better teacher because
of the training.”
“... adaptable and
accessible to students of
all levels and abilities.”
“...helped improve my
teaching at a higher
level to provide
students with
opportunities to be
creative, move, and
experience music at a
higher level.”
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Adapting
Dalcroze

Enhance
Dalcroze
training
positively
influenced
instructional
practices

Table 5.1 (continued) Quantitative and Qualitative Data Comparison
Associated
Quantitative Data
Quantitative (Taken from survey
Finding
questions)

Dalcroze training impact
on teaching of Rhythm
(89.4% with one training
intensive reported a seven
or above) (91.3% with
two training intensives
reported a seven or
above) (93.9% with three
or more training
intensives reported a
seven or above)
Means (8.67, 8.39, 9.21)

Music
Activity
Reports in
the
Classroom

Qualitative Data
Examples
(Taken from
interviews)

Associated
Qualitative
Findings

Data
Convergence
(Align,
Contradict,
Mixed,
Enhance)

“Students want to
participate, are engaged,
and stay on task with
Dalcroze activities.”

Classroom
Management

Enhance

“...activities that allow
all to show the depth of
the musical nuances
they understand and can
express.”

Assessment

Participants with higher
amounts of Dalcroze
training allotted more
class time to singing, over
35% of total class time
(93.75%, 66.66%,
83.36%, 78.78% for
groups 0, 1, 2, 3,
respectively).

“…feel, learn, and
experience music in a
unique personal way."

Participants with higher
amounts of Dalcroze
training allotted more
class time to movement,
over 35% of total class
time (18.75%, 61.1%,
68.17%, 54.54%).

“…emphasizes the
importance of
experiential learning
through discovery."

Participants with higher
amounts of Dalcroze
training reported higher
amounts of playing
instruments in the
classroom over 35% of
total class time (31.25%,
33.33%, 36.36%,
45.45%).

“...the whole system is
active learning."
“I am a much better
teacher”

“…teaches the whole
child."
“...student engagement,
creative expression, and
interpersonal
community building.”
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Benefits of
Dalcroze

Dalcroze
training
increased
classroom
instruction
resulting in a
heightened
teacher
perception of
student
assessment
Align
Dalcroze
training
increased
classroom time
spent on
experiential and
engaging
activities

Table 5.1 (continued) Quantitative and Qualitative Data Comparison
Associated
Quantitative Data
Quantitative (Taken from survey
Finding
questions)

Music
Activity
Reports in
the
Classroom

All levels of participants
reported less than 20%
time spent on describing
music (75%, 72.21%,
72.725, 75.75%).

Qualitative Data
Examples
(Taken from
interviews)

“…learning to see, hear,
and describe musical
elements and nuances.”

Participants reported less
than 20% of total class
time, spent on reading
music (68.75%, 72.215,
49.99%, 60.60%).

Participants with no
Dalcroze training reported
higher amounts of
exclusively listening to
music in the classroom
(over 35% of total class
time) (56.25%, 22.21%,
36.36%, 33.33%).
Participants with no
Dalcroze training reported
higher amounts over 35%
of total class time of
creating in the music
classroom than those with
Dalcroze training (62.5%,
49.99%, 45.45%,
45.45%).

“…makes music more
fun for students,
increasing participation
and encouraging
creativity.”
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Associated
Qualitative
Findings

Benefits of
Dalcroze

Data
Convergence
(Align,
Contradict,
Mixed,
Enhance)

Mixed
Participants
with no training
reported higher
amounts of
classroom time
spent listening,
however,
participants
with training
reported
heightened
listening skills
after Dalcroze
activities.

Contradict
Participants
with no training
reported higher
amounts of
classroom time
spent creating,
however,
participants
with training
reported
Dalcroze
activities
encourage
creativity.

Effective Professional Development
Returning to Desimone’s (2009) theoretical framework, this study revealed that
Dalcroze training in the United States integrates the five elements of effective
professional development: 1) content focus, 2) active learning opportunities, 3)
coherence, 4) collective participation, and 5) duration.
Content Focus
Dalcroze training is immersive in teaching the Dalcroze approach and activities
for use in the K-12 music classroom.
Active Learning Opportunities
Training in Dalcroze primarily incorporates active learning opportunities that
require the participant to be actively involved and experiencing various activities.
Coherence
Participants report that training in the Dalcroze approach aligns with their own
teaching philosophies.
Collective Participation
Dalcroze training provides a multitude of opportunities for participants to
collaborate during and after training.
Duration
Dalcroze training centers often provide training during extended periods of time.
Furthermore, participants are encouraged and motivated to pursue additional training
throughout their careers.
2020 COVID-19 Pandemic
Data for this study was collected during the COVID-19 pandemic in 2020.
Discussions from the interviews along with my own inquiry revealed that there has been
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an increased demand for access to online learning related to music education.
Professional organizations and higher education institutions have been working diligently
and creatively to help K–12 educators around the world provide meaningful musicmaking opportunities through digital learning since the spring of 2020. With many
uncertainties in the future, educators are continuing to look for new and innovative ways
to maintain digital learning on a long-term timeline.
Since the 2020 COVID-19 pandemic began, there has been an increase in interest
and accessibility in the Dalcroze approach. Professional organizations, such as the
Dalcroze Society of America and the American Eurhythmics Society have provided
numerous opportunities for virtual professional development. The Dalcroze Society of
America (DSA) has provided opportunities for Dalcroze teachers to meet monthly on a
virtual platform to share resources related to teaching with the Dalcroze approach
(Dalcroze Society of America, 2020. Furthermore, the DSA has also provided access to
virtual masterclasses featuring Dalcroze professionals (Dalcroze Society of America,
2020). The American Eurhythmics Society offered a virtual national conference in the
fall of 2020 for music educators to learn more about the Dalcroze approach (American
Eurhythmics Society, 2020). Additionally, ‘The Dalcrozian,’ a American podcast
exploring all things Dalcroze, has recently gained interest to learn more about the history
and approach of Dalcroze (Molinaro, 2020).
The increased accessibility in learning about the Dalcroze approach is
encouraging for music educators of all levels and subjects. It might be argued that due to
this increase in accessibility, more people have had the opportunity to experience the
potential benefits Dalcroze activities may have in the music classroom. Furthermore,
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these new resources have allowed music educators who have not been able to participate
in Dalcroze training due to location and/or costs associated to learn about the approach.
This may result in an increased interest in pursuing Dalcroze training firsthand in years to
come.
Implications for Music Education
In this section, implications for music education are discussed for K–12 music
education and for music teacher education.
K–12 Music Education
Participants of this study were K–12 teachers who had the opportunity to
encounter elements of the Dalcroze approach during professional training opportunities.
They reported influential changes in their music classroom teaching practices, which led
to their perception of higher achievement in student learning outcomes, increased student
participation, and more effective classroom management. Perhaps if more music
educators have the support and opportunities to gain a deeper understanding and
accessibility of the Dalcroze approach, then students could also benefit from deeper
musical understanding that Dalcroze can provide.
Music Teacher Education
The influential impact Dalcroze training had on participants of this study further
suggest that instructors of music teacher education programs should consider the
potential benefits of providing a better understanding of the Dalcroze approach to future
educators. This study also indicates that music teacher education programs could do more
to promote training in the Dalcroze approach in order to provide more ways for future
music educators to allow students to experience kinesthetic learning of music through
movement.
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Recommendations for Future Research
This study raises several questions that merit further study as it serves only as a
foundation in exploring the influence of Dalcroze training on the K–12 music classroom.
This section will present suggestions for future research in the areas of the Dalcroze
approach, kinesthetic learning, professional development, and aural skills.
Dalcroze Approach
The influence of Dalcroze training on teacher classroom instructional practices
varied across teachers in this study, but the biggest change was that teachers with training
in Dalcroze implemented much more movement into their classrooms. Additionally,
teachers reported that implementing movement in the classroom led to increased student
engagement and musical understanding. There is a scarcity of research on the influence
of Dalcroze activities and kinesthetic learning in the classroom. To what extent does
kinesthetic learning in K–12 music classroom influence student learning outcomes?
Second, questions about the influence of Dalcroze training on K–12 music
educators surfaced. Participants reported that participating in Dalcroze training ultimately
positively influenced their music classrooms. Teacher reflection on the effectiveness of
professional development opportunities has been explored in areas outside of music
education (Borko, 2004; Desimone, 2009; Friedman, 2012; Garet, et al. 2001; Hammel,
2007; and Merchie, et al. 2018). However, limited research analyzes the effectiveness of
K–12 general music professional development opportunities, in particular pedagogy
certification programs (Bauer, 2007; Bautista, et al. 2017; Conway, 2008; and
Williamson, 2011). There is need for research on the following questions: What are
teachers’ views on participating in various music pedagogy certification programs? How
does participation in pedagogy certification programs and professional development
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influence K–12 music teacher classroom practices? Furthermore, an investigation on both
teacher and student perceptions of Dalcroze activities in the music classroom could
provide useful insight on the impact of Dalcroze in the music classroom.
Participants for this study reported a positive influence of implementing Dalcroze
in the K–12 music classroom. Further research is needed in order to understand the
influence of implementing of the Dalcroze approach in not only the K–12 music
classroom but also in tertiary institutions. How does the implementation of the Dalcroze
approach in tertiary institutions prepare future K–12 music educators to teach music?
Using a theoretical perspective such as Desimone (2009), a review and analysis of
professional development opportunities would be highly relevant for music education
policy, providing an opportunity to improve content and design features of professional
development opportunities offered to K–12 music educators. This could then in turn have
positive effects on students’ musical learning.
Although the Dalcroze approach has been around for over 100 years, participants
reported that the accessibility for teacher training and understanding of the philosophy
has remained limited in availability and location as well as inaccessible due to high costs
associated with training. This study brought to light that there is a deficiency of research
on the impact of the Dalcroze approach in all aspects of music education. Music
educators today must keep up with 21st-century education trends that classroom learning
should incorporate creativity, critical thinking, communication, and collaboration. Each
of these identifiers can be cultivated through various types of Dalcroze activities in the
music classroom and future research can help support that and promote the need for more
training opportunities for K–12 music educators in the Dalcroze approach.
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This study provided preliminary results on the influence of Dalcroze training on
the K–12 music classroom. Results suggest that there may be a diminishing return on the
increase of training, beyond an initial training intensive, especially with the costs and
time-commitment required for training. Further research is needed to investigate the
differences between teachers with different amounts of Dalcroze training and the impact
on the music classroom.
Kinesthetic Learning
Kinesthetic learning encourages students to discover information for themselves
(Lengel & Kuczala, 2010). Although the Dalcroze approach is a means of kinesthetic
learning at its core, more research is needed on the impact of kinesthetic learning in the
music classroom. Participants in this study reported that by learning music through
movement, students were able to incorporate knowledge at many levels and feel musical
concepts through body movement. Such exercises help students in developing an
understanding of rhythm that pervades the entire body with rhythmic awareness in their
engagement with an instrument or through the voice (Seitz, 2005). These exercises also
assist in students internalizing the physical foundation of musical understanding
(Dalcroze, 1930).
Beyond strictly Dalcroze activities, kinesthetic learning activities cultivate an
embodied pedagogy in which students must think critically while creatively responding
to music (Lengel & Kuczala, 2010). Through movement, students are able to
communicate musical concepts to teachers not only individually but also collaboratively.
Juntunen (2016) explained that movement is a way of personal, social, and musical
discovery as well as a means for comprehending. Furthermore, student movement
expresses what students hear, feel, understand, and know and supports social emotional
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learning (Edgar, 2017). All of the aforementioned kinesthetic benefits were discussed by
participants in this study. Further research on the impact of kinesthetic learning and
embodied pedagogy is recommended, even beyond the K–12 music classroom.
Professional Development
This study used the conceptual framework of Desimone (2009) in order to add to
research on the quality of professional development studies and how to develop and
implement teacher learning opportunities for the maximum benefit of both teachers and
students. Using the five critical features of the framework, this study suggests that
Dalcroze training contains multiple elements of effective professional development.
Further research using this conceptual framework with empirical studies of teacher
learning can help provide means of better measuring professional development and its
effects on teachers and students.
Further investigation on the Dalcroze training opportunities, experiences, and
curriculums offered in the United States is also encouraged. Participants reported varying
durations of Dalcroze training they participated in and also varying structures and
elements of the training and certification programs. A deeper exploration of the various
Dalcroze organizations and certifications in the United States could serve music
educators in their training and professional development in order to better understand and
promote Dalcroze education. Further research is also suggested on the influence of
attending training over the course of consecutive years, so that teachers can rehearse and
refine their lessons in between courses.
Aural Skills
Beyond K–12 music education, participants reported an increase in their own
musicianship, discriminative listening, and aural skills, hearing musical nuances better or
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in ways they were not able to prior to participation in Dalcroze training. Further research
on the influence of Dalcroze training in the area of aural theory might yield encouraging
results for musicians and educators in collegiate training programs. Additionally, it is
encouraged for research on the investigation of the impact of Dalcroze solfege training
and eurhythmics on students in aural skills training.
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APPENDIX A. SECOND PILOT STUDY DALCROZE TRAINING EXPERIENCE
QUESTIONNAIRE (DTEQ)
Start of Block: Block 1
This is a research project designed to investigate the influence of Dalcroze training in the
K-12 music classroom. This questionnaire will take less than ten minutes to complete and
your voluntary participation is very much appreciated. All information will be kept
confidential and no name will be mentioned in the research report. Participation in this
survey is voluntary. By checking the box below and completing this survey, you consent
for the use of your answers to be used in the research project. Please answer all questions
to the best of your knowledge. Thank you very much for participation.

o

I consent to participate in this study (4)

End of Block: Block 1
Start of Block: Block 2
Your Name
________________________________________________________________

Music Teaching Experience (years teaching each grade level)

o Preschool (P3-P4) (1)
________________________________________________
o Elementary School (K-5) (2)
________________________________________________
o Middle/Jr. High School (6-7) (3)
________________________________________________
o High School (9-12) (4)
________________________________________________
o College (5) ________________________________________________
o Total Years Teaching (6)
________________________________________________
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Q81 Gender

▢
▢
▢
▢
▢
▢
▢

Female (1)
Male (2)
Transgender Female (3)
Transgender Male (4)
Gender Varient/Nonconforming (8)
Not Listed (5) ________________________________________________
Prefer not to answer (6)

Q82 Ethnicity

▢ American Indian or Alaskan Native (1)
▢ Asian (2)
▢ Black or African American (3)
▢ Hispanic or Latino (4)
▢ Native Hawaiian or Other Pacific Islander (7)
▢
White (8)
End of Block: Block 2
Start of Block: Block 3
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For the next group of questions, please select an age-group where you are most
experienced. Answer the remaining questions with this group in mind.

o
o
o
o
o

Preschool (P3-P4) (1)
Elementary School (K-5) (2)
Middle/Jr. High School (6-7) (3)
High School (9-12) (4)
College (5)

How often is non-extracurricular music scheduled for your students?

o
o
o
o
o
o

Once a week (1)
Twice a week (2)
Three times a week (3)
Four times a week (4)
Five times a week (5)

Other (please specify) (6)
________________________________________________

Length of music period in minutes

o
o
o
o
o

30 (1)
45 (2)
50 (3)
60 (4)
Other (5) ________________________________________________
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Please select all that you teach:

▢
▢
▢
▢
▢
▢

General Music (1)
Band (2)
Choir (3)
Orchestra (4)
Musical Theatre (5)
Theatre (6)

How do you rate the support you receive for your music program from:
Excellent (1) Good (2)
Average (3) Fair (4)

Poor (5)

Your
principal?
(1)

o

o

o

o

o

Other
teachers in
your school?
(2)

o

o

o

o

o

Parents of
the students?
(3)

o

o

o

o

o
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What activities do you your students experience in music?
Above
35-50%
20-35%
50% (1)
(2)
(3)
Reading music (1)
Listening to music
(2)
Singing (3)
Describing music (4)
Playing instruments
(5)
Creating/Improvising
(6)
Moving to music (7)
Others (8)

o
o
o
o
o
o
o
o

o
o
o
o
o
o
o
o

o
o
o
o
o
o
o
o

5-20% (4)

below 5%
(5)

o
o
o
o
o
o
o
o

o
o
o
o
o
o
o
o

What kinds of assessments do you use for the class as a whole?
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________

What kind of assessment do you use for each individual student?
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
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Do you include instruction in listening to music as part of your curriculum?

o
o

Yes (1)
No (2)

How important do you think teaching music listening is in your music program

o
o
o

Very Important (1)
Important (2)
Not Important (3)

End of Block: Block 3
Start of Block: Block 5
Have you participated in Dalcroze training?

o
o

Yes (1)
No (2)

Display This Question:
If Have you participated in Dalcroze training? = Yes
During what year(s) did you participate in Dalcroze training?
________________________________________________________________
Display This Question:
If If During what year(s) did you participate in Dalcroze training?&nbsp; Text Response
Is Displayed
Did you attend a summer program?

o
o

Yes (1)
No (2)

Display This Question:
If Did you attend a summer program? = Yes
In the summer program(s), how many days did you meet each summer?
________________________________________________________________
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Display This Question:
If If In the summer program(s), how many days did you meet each summer? Text
Response Is Displayed
Each day, how many hours did you meet?
________________________________________________________________
Display This Question:
If If Each day, how many hours did you meet?&nbsp; Text Response Is Displayed
What institution(s) did you attend your summer program(s)?
________________________________________________________________
Display This Question:
If If What institution(s) did you attend your summer program(s)?&nbsp; Text Response Is
Displayed
Who did you study with during your summer program(s)?
________________________________________________________________

Did you attend a semester program?

o
o

Yes (1)
No (2)

Display This Question:
If Did you attend a semester program? = Yes
In the semester program(s) how many days did you meet each semester?
________________________________________________________________
Display This Question:
If If In the semester program(s) how many days did you meet each semester?&nbsp; Text
Response Is Displayed
Each day, how many hours did you meet?
________________________________________________________________
Display This Question:
If If Each day, how many hours did you meet? Text Response Is Displayed
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What institution(s) did you attend your semester program(s)?
________________________________________________________________
Display This Question:
If If What institution(s) did you attend your semester program(s)?&nbsp; Text Response
Is Displayed
Who did you study with during your summer program(s)?
________________________________________________________________
End of Block: Block 5
Start of Block: Block 6
Have you attended Dalcroze workshops?

o
o

Yes (1)
No (2)

Display This Question:
If Have you attended Dalcroze workshops? = Yes
How many Dalcroze workshops have you attended?
________________________________________________________________
Display This Question:
If If How many Dalcroze workshops have you attended? Text Response Is Displayed
Where have you attended Dalcroze workshops?
________________________________________________________________
Display This Question:
If If Where have you attended Dalcroze workshops? Text Response Is Displayed
Who presented the Dalcroze workshops you have attended?
________________________________________________________________
End of Block: Block 6
Start of Block: Block 7
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Have you participated in online Dalcroze training?

o
o

Yes (1)
No (2)

Display This Question:
If Have you participated in online Dalcroze training? = Yes
How much online Dalcroze training have you participated in?
________________________________________________________________
Display This Question:
If Have you participated in online Dalcroze training? = Yes
What online Dalcroze training have you participated in?
________________________________________________________________
End of Block: Block 7
Start of Block: Block 7
The following set of questions will ask you to identify and describe specific experiences
you may have had during Dalcroze training.

Describe activities you may have experienced during Dalcroze training that provided you
with specific knowledge to help students develop competencies and skills in music.

________________________________________________________________

Describe active learning opportunities you may have experienced while participating in
Dalcroze training.
________________________________________________________________

Describe any collective participation opportunities you may have experienced while
participating in Dalcroze training.
________________________________________________________________
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Describe how your participation in Dalcroze training aligned with your teaching
philosophy?
________________________________________________________________
End of Block: Block 7
Start of Block: Block 11
The following set of questions pertain to the impact Dalcroze training has had on your
teaching practice and student learning.

One a scale of 1-10, with 10 being positively and 1 being negatively, how much has
Dalcroze training impacted your classroom practice?
0 1 2 3 4 5 6 7 8 9 10
Teaching of Rhythm ()
Teaching of Solfege ()
Discriminative Listening ()
Implementation of Movement ()

What are the top 3 ways Dalcroze training has impacted your teaching practice?
________________________________________________________________

How has Dalcroze training impacted student learning in the music classroom?
________________________________________________________________
End of Block: Block 11
Start of Block: Block 8
The remaining questions are related to the impact of Dalcroze training on you as a
musician and as a music educator.
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Prior to Dalcroze training, did you consider yourself to be a:
Yes (1)
No (2)
Proficient piano player (1)
Proficient musician (2)
Proficient teacher (3)

o
o
o

o
o
o

After Dalcroze training, do you consider yourself to be a:
Yes (1)
Proficient piano player (1)
Proficient musician (2)
Proficient teacher (3)

o
o
o

No (2)

o
o
o

End of Block: Block 8
Start of Block: Block 10
What are the main impacts Dalcroze training has had on you professionally?
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________

What are the main impacts Dalcroze training has had on you personally?
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________

How did Dalcroze training change your understanding of the Dalcroze approach?
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________________________________________________________________

What prompted you to participate in Dalcroze training?
________________________________________________________________

Please share any other comments or thoughts Dalcroze training has impacted you as a
music educator.
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
End of Block: Block 10
Start of Block: Block 9
Have you participated in Orff-Schulwerk training?

o
o

Yes (1)
No (2)

Display This Question:
If Have you participated in Orff Schulwerk training? = Yes
How many years of Orff-Schulwerk training have you participated in?
________________________________________________________________
Display This Question:
If If How many years of Orff Schulwerk training have you participated in? Text Response
Is Displayed
What years did you attend Orff-Schulwerk training?
________________________________________________________________

Have you participated in Kodály training?

o
o

Yes (1)
No (2)

153

Display This Question:
If Have you participated in Kodály training? = Yes
How many years of Kodály training have you participated in?
________________________________________________________________
Display This Question:
If If How many years of Kodály training have you participated in?; Text Response Is
Displayed
What years did you attend Kodály training?
________________________________________________________________

Have you participated in Music Learning Theory training?

o
o

Yes (1)
No (2)

Display This Question:
If Have you participated in Music Learning Theory training? = Yes
How many years of Music Learning Theory training have you participated in?
________________________________________________________________
Display This Question:
If If How many years of Music Learning Theory training have you participated in? Text
Response Is Displayed
What years did you participate in Music Learning Theory training?
________________________________________________________________
End of Block: Block 9
Start of Block: Block 4
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What is your highest level of education?

o
o
o
o
o
o
o

Bachelor's (1)
Masters (2)
Postgraduate Study (3)
Rank 1 (8)
Doctorate DMA (4)
Doctorate Ed.D. (5)
Doctorate Ph.D. (7)

Would you be willing to participate in an interview with the researcher for this study?

o
o

Yes (1)
No (2)

Display This Question:
If Would you be willing to participate in an interview with the researcher for this study?
= Yes
Please provide your name and email address below.
________________________________________________________________

Thank you so much for your participation!
End of Block: Block 4
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APPENDIX B. INITIAL PILOT STUDY SUMMARY
The purpose of this pilot study was to examine how various levels of Dalcroze
training influenced music classroom instructional practices among teachers who have
attended Dalcroze training programs. Participants (N = 17) were music teachers who
participated in various durations of Dalcroze training at a large university in the
southeastern region of the United States and were selected through purposeful sampling.
Participants completed the questionnaire used by Sogin & Wang (2008). The wording of
the questionnaire was only changed from examining the influence of training in Orff
Schulwerk to Dalcroze.
Only those participants in a Dalcroze teacher- training program who had
completed the questionnaire and who had at least one year of full-time teaching
experience in an elementary school were included in the study. Based on these criteria,
data were collected from 17 participants, seven with one year of training (1Y), five with
two years of training (2Y), and five with three years of training (3Y). The average
teaching experience for all participants was 10.35 years. The average years of teaching
for participants with one year of training was 8.7 years. The average years of teaching for
participants with two years of training was 10.9 years. The average teacher experience for
participants with three years of training was 11.5 years. As a group, they reported rather
high support given by their school principals, fellow teachers, and parents, scoring an
average rating of 2, 2.06, and 2, respectively, on a rating scale of 1 to 5, with 1 being
most positive. Participants were asked to report the length of time and frequency of music
classes. Here the results differed from school to school and grade to grade, with most
teachers reporting either once a week or a rotation of several day cycles such that
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students would have about 30 to 60 minutes per rotation. There was no significant
difference in the varying amount of decision making by the students of teachers at
different training levels.
A precursory examination of the data yielded some interesting observations and
statistical differences among the data will be discussed below In reporting typical overall
music activities in individual classrooms, participants chose from five gradations for each
of the activities: reading, listening, singing, describing, playing, creating, moving, and
other. The five gradations were: above 50%, 35–50%, 20–35%, 5–20%, and below 5% of
music class time. Table 1 lists the amount of time spent in each of the seven music
activities as reported by the participants of the three training levels. The numbers in the
table represent the selection by the percentage of participants in each level group. The
second and third columns represent a higher amount of time spent (50%+ and 35%+) and
the subtotals are listed in the fourth column.
Similarly, the rightmost column displays the subtotal of time spent in lower
amounts (20%+, 5%+, and below 5%). The two subtotals should represent 100% of the
response of each group for that particular activity, unless some participants did not select
a response for that activity. However, the total amount of time spent in all activities may
be above 100% due to overlapping activities that often occur in music classes. For
example, students may be singing and moving simultaneously for over 50% of the time,
and they may spend 20% of the time playing instruments; therefore, the total amount of
three activities would be 120%. Conversely, if students only participate in one type of
activity at any time, the total maximum music-making time will be 100%.
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Of all the activities, subjects of all three levels allotted most time to singing
(71.4%, 100%, 80% for 1Y, 2Y, 3Y, respectively). There was variation among the three
groups for reading (14.3%, 40%, 20%), or for describing (28.6%, 20%, 20%). For
listening, the time reported was 28.6%, 80% and 20%. For playing instruments, the time
reported was 42.9%, 80%, and 20%. Furthermore, there were differences in the creating
and improvising activity: 57.2% of 1Y participants reported a larger amount of time
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creating, whereas 80% in 2Y and 80% of those in 3Y reported a high amount of playing.
This pattern is also observed for moving (57.2%, 80%, 80%). Higher amounts of all
activities were reported by 271.6% of 1Y participants, 480% of 2Y participants and
320% of 3Y participants. This is an indication that more types of activities would occur
simultaneously in classrooms of the participants of the upper two training levels.
Further analysis was conducted to look for statistical differences among
dependent variables. A significance value of a = .05 was used in testing for statistical
significance. Data analysis using an analysis of variance (ANOVA) was conducted and
revealed no significant difference between the amounts of time spent with various
classroom activities and the amount of Dalcroze training.

A major limitation of this study is the small number of participants. Despite
requiring criterion sampling for participants, the number of participants was not large
enough to practically provide adequate power for the detection of statistical significance.
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Validity of this survey is limited as there is no previous research on this topic to compare
results to. Future research on this survey is needed in order to increase the validity of this
survey design and the results it yields.
Based on the results of the pilot study, the following changes were used to
improve the main study:
1. Use a larger sample to increase statistical power of the design.
2. Modify questionnaire to improve the relativeness to the research questions related
to teaching through the Dalcroze approach and Dalcroze training experiences.
3. Implement qualitative questions in the questionnaire to allow for more
understanding of participants experiences.
4. Modify the wording “years of training” to “number of training intensives” since
training durations can vary across training centers.
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APPENDIX C. CONSENT TO PARTCIPATE IN A RESEARCH STUDY

KEY INFORMATION FOR Teacher Perspectives on the Influence of Participation in
Dalcroze Training in the K–12 Music Classroom: A Mixed Methods Study:
We are asking you to choose whether or not to volunteer for a research study about the
impact of Dalcroze teacher-training in the music classroom. We are asking you because you
are a music teacher who has completed at least one intensive of Dalcroze training. This page
is to give you key information to help you decide whether to participate. We have included
detailed information after this page. Ask the research team questions. If you have questions
later, the contact information for the research investigator in charge of the study is below.
WHAT IS THE STUDY ABOUT AND HOW LONG WILL IT LAST?
The purpose of this research study is to discover the practices and perspectives of music
teachers who have completed in Dalcroze training. Dalcroze training will be generally defined as
experiential training in the pedagogy of Dalcroze that ranges from one to two consecutive weeks
in duration. A primary goal is to investigate the influence of participation in Dalcroze training on
the music teacher and their classroom. Your participation in this research will last less
approximately 45 minutes.
The primary research question is:
1. How has various intensives of Dalcroze training influenced music classroom
instructional practices among those teachers who have attended Dalcroze
training programs?
By doing this study, we hope to learn more about the influence of Dalcroze training on K-12
music teachers. Your participation in this research will last about 45 minutes.
WHAT ARE KEY REASONS YOU MIGHT CHOOSE TO VOLUNTEER FOR THIS STUDY?
You might choose to volunteer for this study in order to help promote the potential benefits
of the Dalcroze approach in K-12 music education. For a complete description of benefits
and/or rewards, refer to the Detailed Consent.
WHAT ARE KEY REASONS YOU MIGHT CHOOSE NOT TO VOLUNTEER FOR THIS
STUDY?
You may choose not to volunteer for this study if Dalcroze training did not have an impact
on your K-12 music teaching. For a complete description of risks, refer to the Detailed
Consent.
DO YOU HAVE TO TAKE PART IN THE STUDY?
If you decide to take part in the study, it should be because you really want to volunteer. You will
not lose any services, benefits, or rights you would normally have if you choose not to volunteer.
WHAT IF YOU HAVE QUESTIONS, SUGGESTIONS OR CONCERNS?
If you have questions, suggestions, or concerns regarding this study or you want to
withdraw from the study contact the Principal Investigator Holly Smith, PhD student of the
University of Kentucky, School of Music. Her faculty advisors are Dr. Martina Vasil,
martina.vasil@uky.edu and Dr. David Sogin, David.sogin@uky.edu.
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If you have any concerns or questions about your rights as a volunteer in this research,
contact staff in the University of Kentucky (UK) Office of Research Integrity (ORI) between
the business hours of 8am and 5pm EST, Monday-Friday at 859-257-9428 or toll free at 1866-400-9428.
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DETAILED CONSENT:
ARE THERE REASONS WHY YOU WOULD NOT QUALIFY FOR THIS STUDY?
I am seeking participants who have participated in Dalcroze training. If you do not meet this
criterion, then you do not qualify for this study. If you are under the age of 18 or have not
participated in Dalcroze training, you are not eligible to participate in this study.
WHERE WILL THE STUDY TAKE PLACE AND WHAT IS THE TOTAL AMOUNT OF TIME
INVOLVED?
The research procedures will be conducted via a secure online web conferencing platform, Cisco
Webex. You will need to come one time during the study. The interview and total amount of time
you will be asked to volunteer for this study is 45 minutes. The researcher will share the
transcription of the interview with you, the participant, to review for verification and accuracy.
WHAT WILL YOU BE ASKED TO DO?
The participant will be asked to complete one 45-minute interview with the researcher. The
interview will be recorded using an audio recorder through the online Cisco Webex conferencing
platform. The researcher will share the transcription of the interview with you, the participant, to
review for verification and accuracy.
WHAT ARE THE POSSIBLE RISKS AND DISCOMFORTS?
There are no, or minimal risks involved in participating in this study. Interview questions will ask
you to recall past experiences in Dalcroze training which may arouse past emotions.
WILL YOU BENEFIT FROM TAKING PART IN THIS STUDY?
You will not get any personal benefit from taking part in this study.
IF YOU DON’T WANT TO TAKE PART IN THE STUDY, ARE THERE OTHER CHOICES?
If you do not want to be in the study, there are no other choices except not to take part in the
study.
WHAT WILL IT COST YOU TO PARTICIPATE?
There are no costs associated with taking part in this study.
WHO WILL SEE THE INFORMATION THAT YOU GIVE?
When we write about or share the results from the study, we will write about the combined
information. We will keep your name and other identifying information private. Please be aware,
while we make every effort to safeguard your data once received from the online company, as
with anything involving the Internet, we can never guarantee the confidentiality of the data while
still on the company’s servers, or while en route to either them or us.
We will make every effort to prevent anyone who is not on the research team from knowing that
you gave me information, or what that information is. Data will be stored on a secured hard drive
that only the researcher will have access to.
We will keep confidential all research records that identify you to the extent allowed by law.
However, there are some circumstances in which we may have to show your information to other

people. For example, the law may require us to show your information to a court or to tell
authorities if you report information about a child being abused or if you pose a danger to yourself
or someone else. Also, we may be required to show information which identifies you to people
who need to be sure we have done the research correctly; these would be people from such
organizations as the University of Kentucky.
We will make every effort to safeguard your data, but as with anything online, we cannot
guarantee the security of data obtained via the Internet. Third-party applications used in this study
may have Terms of Service and Privacy policies outside of the control of the University of
Kentucky.
CAN YOU CHOOSE TO WITHDRAW FROM THE STUDY EARLY?
You can choose to leave the study at any time. You will not be treated differently if you decide to
stop taking part in the study.
If you choose to leave the study early, data collected until that point will remain in the study
database and may not be removed.
WILL YOU RECEIVE ANY REWARDS FOR TAKING PART IN THIS STUDY?
You will not receive any rewards or payment for taking part in the study.
WILL YOU BE GIVEN INDIVIDUAL RESULTS FROM THE RESEARCH TESTS/SURVEYS?
Generally, surveys and interviews done for research purposes are not meant to provide results
that apply to you alone.
WILL WE CONTACT YOU WITH INFORMATION ABOUT PARTICIPATING IN FUTURE
STUDIES?
The research staff would like to contact you with information about participating in future studies.
If so, it will be limited to one time per year.
WHAT ELSE DO YOU NEED TO KNOW?
The PI is a Ph.D. student at the University of Kentucky. She is being guided in this research by
Dr. Martina Vasil and Dr. David Sogin. There may be other people on the research team assisting
at different times during the study.
WILL YOUR INFORMATION BE USED FOR FUTURE RESEARCH?
Your information collected for this study will NOT be used or shared for future research
studies, even if we remove the identifiable information like your name, clinical record number,
or date of birth.
Holly Smith
School of Music/College of Fine Arts, University of Kentucky
PHONE: 515-231-3605
E-MAIL: holly.smith@uky.edu
Faculty Advisor: Dr. Martina Vasil
School of Music/College of Fine Arts, University of Kentucky
E-MAIL: martina.vasil@uky.edu
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Faculty Advisor: Dr. David Sogin
School of Music/College of Fine Arts, University of Kentucky
E-MAIL: david.sogin@uky.edu
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APPENDIX D. INTERVIEW PROTOCOL
1.

Why were you interested in taking Dalcroze training?

2.

What was your first impression of Dalcroze training?

3.

What elements of Dalcroze did you implement after each training level
completion?

4.

What emotions did you experience during training?

5.

What frustrations did you experience during training?

6.

What enjoyments did you experience during training?

7.

Discuss elements of Dalcroze training that were more challenging.

8.

Discuss elements of Dalcroze training that were easier to comprehend and
perform.

9.

How has your training in Dalcroze pedagogy impacted you as a music educator?

10.

What kind of differences have you observed in student learning outcomes?

11.

How has Dalcroze changed the way you assess your students?

12.

How has Dalcroze impacted your own personal musicianship?

13.

How has Dalcroze changed the way you listen to music?

14.

Is there anything else you would like to add?
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APPENDIX E. ORIGINAL DALCROZE QUESTIONNAIRE OF MUSICAL
ACTIVITIES (DTEQ)
Start of Block: Block 1
This is a research project designed to investigate the impact of Dalcroze training in the
music classroom. This questionnaire will take less than ten minutes to complete and your
voluntary participation is very much appreciated. All information will be kept
confidential and no name will be mentioned in the research report. Participation in this
survey is voluntary. By checking the box below and completing this survey, you consent
for the use of your answers to be used in the research project. Please answer all questions
to the best of your knowledge. Thank you very much for participation.

o

I consent to participate in this study (4)

End of Block: Block 1
Start of Block: Default Question Block
Your Name
________________________________________________________________

Music Teaching Experience (total years teaching)

o
o
o
o
o
o

1 (1)
2-3 (2)
4-5 (3)
6-10 (4)
10-14 (5)
15 or more (6)
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Music Teaching Experience (years teaching each grade level)

o Preschool (1) ________________________________________________
o Elementary School (2)
________________________________________________
o Middle/Jr. High School (3)
________________________________________________
o High School (4) ________________________________________________
o College (5) ________________________________________________
o Total Years Teaching (6)
________________________________________________
Q81 Gender

▢
▢
▢
▢
▢
▢
▢

Female (1)
Male (2)
Transgender Female (3)
Transgender Male (4)
Gender Varient/Nonconforming (8)
Not Listed (5) ________________________________________________
Prefer not to answer (6)

168

Q82 Ethnicity

▢
▢
▢
▢
▢
▢

American Indian or Alaskan Native (1)
Asian (2)
Black or African American (3)
Hispanic or Latino (4)
Native Hawaiian or Other Pacific Islander (7)
White (8)

For the next group of questions, please select an age-group where you are most
experienced. Answer the remaining questions with this group in mind.

o
o
o
o
o

Preschool (1)
Elementary School (2)
Middle/Jr. High School (3)
High School (4)
College (5)

How often is music scheduled for your students?

o
o
o
o
o
o

Once a week (1)
Twice a week (2)
Three times a week (3)
Four times a week (4)
Five times a week (5)

Other (please specify) (6)
________________________________________________
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Length of music period in minutes

o
o
o
o
o

30 (1)
45 (2)
50 (3)
60 (4)
Other (5) ________________________________________________

How do you rate the support you receive for your music program from:
Excellent (1) Good (2)
Average (3) Fair (4)

Poor (5)

Your
principal?
(1)

o

o

o

o

o

Other
teachers in
your school?
(2)

o

o

o

o

o

Parents of
the students?
(3)

o

o

o

o

o
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What activities do you your students experience in music?
Above
35-50%
20-35%
50% (1)
(2)
(3)
Reading music (1)
Listening to music
(2)
Singing (3)
Describing music (4)
Playing instruments
(5)
Creating/Improvising
(6)
Moving to music (7)
Others (8)

o
o
o
o
o
o
o
o

o
o
o
o
o
o
o
o

o
o
o
o
o
o
o
o

5-20% (4)

below 5%
(5)

o
o
o
o
o
o
o
o

o
o
o
o
o
o
o
o

To what extent do you allow your students to take part in decision making in the
classroom?

o
o
o

Often (1)
Occasionally (2)
Never (3)

What kind of assessment do you use for the class as a whole?
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________

What kind of assessment do you use for each individual student?
________________________________________________________________
171

________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________

What criteria do you use to assign grades for the report card?
0 10 20 30 40 50 60 70 80 90 100
Music Skills % ()
Quizzes % ()
Attendance % ()
Assignments % ()
Behavior % ()
Other ()

What is your highest academic degree earned?

o
o
o
o

Bachelor (1)
Master (2)
Rank 1 (3)
Doctorate (4)

How many years have you participated in a Dalcroze Intensive Training program?

o
o
o

1 year (1)
2 years (2)
3 or more years (3)

172

How long was the first year of your Dalcroze Intensive Training program?
▼ 5 days (1) ... More than 10 days (7)

If you took a second year how many days was the training?
▼ 5 days (1) ... Did not complete second year of training (8)

If you took a third year how many days was the training?
▼ 5 days (1) ... Did not complete third year of training (8)
End of Block: Default Question Block
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APPENDIX F. SECOND PILOT STUDY
A second pilot study (Smith, 2020) was conducted in preparation for the present
study with Dalcroze professionals who teach at Dalcroze training institutions (N = 11).
The purpose of the pilot study was to test the reliability and validity of the DTEQ
questionnaire created by the researcher to answer the specified research questions (see
Appendix A). Participants were recruited as instructors of Dalcroze training institutions
in the United States and one participant who has participated in Dalcroze training but is
not yet a Dalcroze instructor. Participants completed the questionnaire and provided
feedback and suggestions for any changes to the questionnaire to make it clearer for the
research study. Changes were made to DTEQ (See Appendix I) from the second pilot
study to improve the relativeness to the research questions.
These changes included the following:
•

In the introductory text was modified from “investigate the impact of
Dalcroze teacher training in the music classroom” to “investigate the
influence of Dalcroze training in the K–12 music classroom.”

•

The flow of the survey was modified to allow respondents to indicate
participation in both summer and semester programs by changing the
question from one to two separate questions:
o 1) Did you attend a summer program?
o 2) Did you attend a semester program?

•

The flow of the survey was modified to direct participants who completed
zero Dalcroze training intensives to questions regarding other pedagogical
training experiences.
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•

The following question was added: How many Dalcroze training
intensives have you attended? (experiential training in the pedagogy of
Dalcroze that ranges from one to two consecutive weeks, or longer, in
duration) with the options of 1, 2, 3 or more.

•

The following question answer type was changed from open-ended to
multiple choice: How many intensives of Orff Schulwerk training have
you participated in? with the options of 1, 2, 3 or more.

•

The following question answer type was changed from open-ended to
multiple choice: How many intensives of Kodaly training have you
participated in? with the options of 1, 2, 3 or more.

•

The following question answer type was changed from open-ended to
multiple choice: How many intensive of Music Learning Theory training
have you participated in? with the options of 1, 2, 3 or more.

•

The following question answer type was changed from open-ended to
multiple choice: How many Dalcroze workshops have you attended? With
the options of 1–5, 6–10, 11+.

•

The following question was reworded from: What are the main impacts
Dalcroze training has had on understanding of the Dalcroze approach?
o To: How did Dalcroze training change your understanding of the
Dalcroze approach?

Participants. Data was collected from 11 participants, eight with at least three
Dalcroze training intensives, two with two Dalcroze training intensives, and one with one
Dalcroze training intensive. The average teaching experience for all participants was 20.1
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years. The average years of teaching for participants with three intensives of Dalcroze
training was 20.5 years. The average years of teaching for participants with two
intensives of Dalcroze training was 15 years. As a group, they reported average support
given by their school principals, fellow teachers, and parents, scoring an average rating of
2.5, 2.6, and 3.1, respectively, on a rating scale of 1 to 5, with 1 being most positive.
Eight of the participants answered questions in regard to teaching elementary music and
two participants answered in regard to teaching college music. Participants were asked to
report the length of time and frequency of music classes. Elementary music teachers
reported participation in music once a week and college students reported daily.
Results. A precursory examination of the data yielded some interesting
observations and statistical differences among the data will be discussed below. In
reporting typical overall music activities in individual classrooms, participants chose
from five gradations for each of the activities: reading, listening, singing, describing,
playing, creating, moving, and other. The five gradations were: above 50%, 35–50%, 20–
35%, 5–20%, and less than 5% of music class time. Table F.1 lists the amount of time
spent in each of the seven music activities as reported by the participants of the three
training levels. The numbers in the table represent the selection by the percentage of
participants in each level group. The second and third columns represent a higher amount
of time spent (50%+ and 35%+) and the subtotals are listed in the fourth column.
Similarly, the rightmost column displays the subtotal of time spent in lower
amounts (20%+, 5%+, and less than 5%). The two subtotals should represent 100% of the
response of each group for that particular activity, unless some participants did not select
a response for that activity. However, the total amount of time spent in all activities may
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be above 100% due to overlapping activities that often occur in music classes. For
example, students may be singing and moving simultaneously for over 50% of the time,
and they may spend 20% of the time playing instruments; therefore, the total amount of
three activities would be 120%. Conversely, if students only participate in one type of
activity at any time, the total maximum music-making time will be 100% (see Table 1).
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Table F.1 Distribution of percentage of classroom time reported by teachers

Percentage of classroom time
Music Activity
and # of
Training
Intensives
Reading
1
2
3
Listening
1
2
3
Singing
1
2
3
Describing
1
2
3
Playing
1
2
3
Creating
1
2
3
Moving
1
2
3
Other
1
2
3

Subtotal
50%+ 35%+ first 2
columns

Less Subtotal
20%+ 5%+ than last 3
5% columns

0
100
25

0
0
0

0
100
25

100
0
37.5

0
0
37.5

0
0
0

100
0
75

0
100
75

0
0
0

0
100
75

100
0
25

0
0
0

0
0
0

100
0
25

0
100
50

0
0
25

0
100
75

100
0
25

0
0
0

0
0
0

100
0
25

0
100
25

0
0
25

0
100
50

100
0
25

0
0
25

0
0
0

100
0
50

0
100
25

0
0
12.5

0
100
37.5

100
0
37.5

0
0
25

0
0
0

100
0
62.5

0
100
37.5

0
0
37.5

0
100
75

100
0
25

0
0
0

0
0
0

100
0
25

0
100
75

0
0
12.5

0
100
87.5

100
0
12.15

0
0
0

0
0
0

100
0
12.5

0
100
25

0
0
0

0
100
25

0
0
25

0
0
0

0
0
0

0
0
25

178

Of all the activities, participants of two or more training intensives allotted most
time to moving (100% and 87.5%, for two and three training intensives, respectively).
The same participants indicated listening, singing, and creating with the same amount of
time (100% and 75%). There was variation among the two groups for describing (100%
and 50%) and for reading (100% and 25%). The time reported for other activities was
12.15% and 12.15% which was indicated by the participants as music theory and
dictation. The one participant who participated in only one training intensive indicated
equal teaching time spent on all activities (20%+).
Statistical analysis was conducted to look for statistical differences among dependent
variables (music activities) and the independent variable (number of Dalcroze training
intensives). A significance value of alpha = .05 was used in testing for statistical
significance. Data analysis using an analysis of variance (ANOVA) was conducted and
revealed a significant difference between the amounts of time spent with the music
activities of listening, creating, and moving and the amount of Dalcroze training.
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Table F.2 ANOVA Music Activity reports

Reading

Listening

Singing

Sum of
Squares
Between Groups 7.670

df
2

Mean Square F
3.835
2.821

Within Groups 10.875

8

1.359

Total

10

18.545

Between Groups 6.545

2

3.273

Within Groups 6.000

8

.750

Total

10

12.545

Between Groups 6.043

2

3.021

Within Groups 4.857

7

.694

Total

9

10.900

Describing Between Groups 6.545

Playing

Creating

Moving

2

3.273

Within Groups 10.000

8

1.250

Total

10

16.545

Between Groups 6.852

2

3.426

Within Groups 9.875

8

1.234

Total

10

16.727

Between Groups 6.034

2

3.017

Within Groups 4.875

8

.609

Total

10

10.909

Between Groups 6.852

2

3.426

Within Groups 3.875

8

.484

Total

10

10.727

Sig.
.118

4.364

.052

4.354

.059

2.618

.133

2.776

.121

4.951

.040

7.073

.017

Further analysis (See Table F.3) was conducted to look for statistical differences
among dependent variables (the influence of Dalcroze training on classroom practice of
the following activities: teaching of rhythm; teaching of solfege; discriminative listening;
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and implementation of movement) and the independent variable (number of Dalcroze
training intensives). A significance value of a = .05 was used in testing for statistical
significance. Data analysis using an analysis of variance (ANOVA) was conducted and
revealed a no significant difference between the influence of Dalcroze training on
classroom practices and the amount of Dalcroze training.

Table F.3 ANOVA Influence on Classroom Practice

Rhythm

Between
Groups
Within
Groups
Total
Solfege
Between
Groups
Within
Groups
Total
Discriminative_
Between
Listening
Groups
Within
Groups
Total
Implementation of Between
Movement
Groups
Within
Groups
Total

Sum of
Squares
.682

df
2

Mean
Square
.341

1.500

8

.188

2.182
9.136

10
2

4.568

12.500

8

1.563

21.636
4.500

10
2

2.250

5.500

8

.688

10.000
.909

10
2

.455

.000

8

.000

.909

10
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F
1.818

Sig.
.223

2.924

.111

3.273

.092

.

.

Cronbach's alpha is widely used to measure the internal consistency of an
instrument (Gurnsey, 2018) and in this study, it was used to estimate the reliability of the
DTEQ instrument. A commonly accepted rule for describing internal consistency when
using Cronbach's alpha is: α ≥ 0.9 = excellent, 0.9 > α ≥ 0.8 = good,
0.8 > α ≥ 0.7 = acceptable, 0.7 > α ≥ 0.6 = questionable, 0.6 > α ≥ 0.5 = poor,
0.5 > α = unacceptable (Teddlie & Tashakkori, 2007). While values above 0.7 are
acceptable, values above 0.8 are preferable (Teddlie & Tashakkori, 2007). Cronbach’s
alpha for this pilot measures α = .93, therefore increasing the reliability of the instrument.
Table F.4 Reliability Statistics

Cronbach's Alpha N of Items
.933
7
Further analysis of the data provided copious insight regarding the primary
research question investigating the influence of Dalcroze training on music teachers’
classroom instructional practices. Using the theoretical framework by Desimone (2009),
data was analyzed in relation to the five critical features of effective professional
development in order to address the primary and secondary research questions.
Content Focus. Participants reported a variety of activities that they experienced
during Dalcroze training that provided them with specific knowledge to help students
develop competencies and skills in music. Eurhythmics activities reported included
general movement skills, quick reaction activities, and follows. Solfege activities
included rhythmic and tonal solfege exercises. Keyboard improvisation training was
reported as “useful.” Other activities included those which encompass inhibition and
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excitation, association and disassociation, and systemization. Pedagogical focus on
developing Dalcroze lessons during training was also reported useful by participants.
Active Learning Opportunities. Many active learning opportunities were reported
by participants during Dalcroze training and included: creative expression and reaction to
a musical impetus; rhythmically driven body coordination explorations, quick reaction
activities; follows; canons; and plastique animée. Ultimately, participants movement
allowed them to show the instructor what it was that they heard in the music. Training
also included opportunities for participants to develop creative improvisation skills with
the purpose of inspiring moving. Participants also experienced pedagogical active
learning opportunities, such as creating, teaching, and participating in Dalcroze activities
and lessons, along with teaching children in front of specialists.
Coherence. All but one participant responded that participation in Dalcroze
training aligned with their personal teaching philosophies. The one participant did not
answer the question. One participant described their philosophy and the Dalcroze
approach as “student centered and creative” while another answered, “they are one and
the same.” Other participants highlighted their belief that “music education should be
taught with musicality and expression at every moment” and that they “believe in joy
while teaching and music expression.”
Collective Participation. Participants reported that social integration is integral to
the Dalcroze approach. Specific activities during Dalcroze training that required
collective participation included plastique animée and group lessons in eurhythmics,
solfege, and improvisation. These activities took place throughout the duration of the
Dalcroze training for participants.
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Duration. Of the participants, 10 participated in a summer program and only one
did not. The length of the summer training ranged from 5 to 15 days in duration, meeting
from 5 to 9 hours a day. Three participants reported attending a semester program and
seven did not; one participant did not answer the question. All participants reported
attending 10 or more Dalcroze workshops at locations across North America and Europe.
Four participants reported participation in online Dalcroze training and seven did not.
Classroom Practice and Student Learning. Participants were asked to report on a
scale of 1–10, with 10 being positively and 1 being negatively, how much Dalcroze
impacted their classroom practice. In regard to teaching of rhythm, ten of the participants
reported a 10 and one reported a 9. For teaching of solfege, five reported a 10, five
reported a 9, and one reported a 7. For discriminative listening, four reported a 10, four
reported a 9, and three reported an 8. For implementation of movement, all eleven
participants reported a 10. The majority of participants with three or more training
intensives reported teaching listening as extremely important in their music programs,
whereas participants with two or less training intensives reported listening as important.
Participants were asked to report the top three ways Dalcroze training has
influenced their teaching practice. Responses included the implementation of
eurhythmics, solfege, and improvisation. These elements of the Dalcroze approach allow
for student-directed instruction, scaffolding of instruction, individual assessment, and
socialization of students. Furthermore, Dalcroze activities cultivate expression,
musicality, focus, rhythmic accuracy, creativity, and artful exploration in students.
Participants reported students are engaged and active when implementing Dalcroze
activities in the classroom while placing an emphasis on listening as a developed skill.
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Overall, the Dalcroze approach puts an emphasis on teaching the whole child— body,
mind, and spirit—in an engaging way to learn that is enjoyable for students of all ages.
Participants reported the use of the following forms of class assessments in the
music classroom: behavioral, competency-based, performance, authentic, peer teaching,
visual and reactive (reactive meaning the teacher gives a musical example and asks
students to respond or react in real time), formative, and summative. Individual
assessments included: behavioral, performance, authentic, analysis paper, tests, visual
and reactive, movement, singing, playing, reading, writing, dictation, composition,
formal and informal.
Personal and Professional Impact. Participants were asked the main impacts
Dalcroze training has had on them professionally and personally. Professionally, many
participants reported increased listening sensitivity and musicality that are both
transferred to their students in their teaching. One participant reported being able to
integrate Dalcroze techniques into the Kodály and Orff curriculum. Another participant
revealed that Dalcroze training influences and informs everything they do in the
classroom, with an underlying mantra of, “What would Emile Jaques do?” Personally,
participation in Dalcroze training provided joy and satisfaction through heightened
listening skills, musicality, expression, and purposeful movement for participants. One
participant revealed that Dalcroze training opened up the world for them to see rhythm,
from the Greek “Rhythmos” meaning flow or river, in every aspect of their life.
A variety of influences prompted participants to initially participate in Dalcroze
training. One participant experienced Dalcroze activities as a child and wanted to
rediscover it. A few participants were encouraged or required to participate in training

185

from higher education institutions. Others first experienced the Dalcroze approach
through a workshop which inspired new classroom activities and further inspired summer
training. One participant was introduced to the Dalcroze approach as a dancer in an effort
to develop more meaningful movement.
Participation in Dalcroze training helped participants gain a deeper understanding
of the Dalcroze approach. Through training, one participant discovered the use of
Dalcroze activities in therapeutic situations. Another participant reported developing an
understanding of how to apply the Dalcroze philosophy to their own teaching through
varied perspective from different teachers. One participant shared that understanding the
“games” is the first window into understanding the approach and that leads to a more
global understanding of art and humanity. Another understanding was differentiating
between movement for fun verses purposeful movement. For many of the participants,
participation in Dalcroze training has been a lifelong journey and further prompted them
to become Dalcroze instructors in order to share the importance of the Dalcroze approach
to them with other music educators.
Other Training and Education. Eight of the participants reported participation in
Orff Schulwerk workshops or summer training. Four participants reported participation in
Kodály workshops or summer training. No participants reported participation in Music
Learning Theory workshops or summer training.
Discussion. The primary purpose of this pilot study was to increase the validity
and reliability of the Dalcroze Training Experience Questionnaire (DTEQ). Results from
the questionnaire indicated that there were similarities among music teachers who have
participated in Dalcroze training. A significant difference was found between the
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amounts of time spent with the music activities of listening, creating, and moving and
amount of Dalcroze training. Participants who participated in more Dalcroze training
spent more time on music activities of listening, creating, and moving in the music
classroom.
Dalcroze teachers often say that movement is an important component in music
instruction and the results of this study support that notion. In training for using the
Dalcroze approach, much attention is given to the process of learning by guiding students
through experiential learning and movement. This provides students with many
opportunities for success and motivation to learn music. One must consider that the data
in this study came from self-reports by teachers and should be interpreted accordingly.
Despite there being no significant difference between the influence of Dalcroze
training on classroom practices and the amount of Dalcroze training, the results are
encouraging for this pilot study. With all but one participant being a Dalcroze instructor,
the results of this study are skewed favorably with the positive impact of Dalcroze
training and implementing the Dalcroze approach in the music classroom. This is also
promising for the validity and reliability of the Dalcroze Training Experience
Questionnaire (DTEQ) as it accurately measures the influence of Dalcroze training.
Having participants with various amounts of Dalcroze training in this pilot study,
the data suggest that differential levels of Dalcroze training may reflect changes in the
music teaching–learning environment. This is similar to a 2008 study by Sogin and Wang
examining music activities occurring in the music classroom of teachers who received
different levels of training in Orff Schulwerk and to a similar study by Smith (2019) with
Dalcroze training. These changes allow students to be engaged in music-making for a
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greater amount of classroom time and enable students to participate in more meaningful
experiential teaching methods. These outcomes are favorable and reflect the success of
receiving systematic training in the Dalcroze approach, similar to the findings by Sogin
and Wang (2008) with Orff Schulwerk training. Not only do teachers learn more subject
knowledge in music teaching by participating in Dalcroze training but also the transfer of
these pedagogic skills to actual practice is suggested in the self-report.
Further research is needed in order to understand the impact of implementing the
Dalcroze approach in not only the elementary music classroom, but also the middle and
high school music classrooms. The proposed investigation on teacher perspectives on the
influence of participation in Dalcroze training in the K–12 music classroom may provide
useful insight on the potential benefits of effective professional development, specifically
in the Dalcroze approach.
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APPENDIX G. IRB FORM

XP Initial Review
Approval Ends:
8/9/2021

IRB Number:
60533

TO: Holly Smith,
Fine Arts - Music
PI phone #: 5152313604
PI email: holly.smith@uky.edu
FROM: Chairperson/Vice Chairperson Nonmedical Institutional Review Board (IRB)
SUBJECT: Approval of Protocol
DATE: 8/10/2020
On 8/10/2020, the Nonmedical Institutional Review Board approved your protocol
entitled:
Teacher Perspectives on the Influence of Participation in Dalcroze Training in the K–12
Music Classroom: A Mixed Methods Study
Approval is effective from 8/10/2020 until 8/9/2021 and extends to any consent/assent
form, cover letter, and/or phone script. In addition to IRB approval, you must also meet
the requirements of the VPR Resumption of Research Phased Plan (i.e., waiver for Phase
1, training & individualized plan submission for Phases 2- 4) before resuming/beginning
your human subjects research. If applicable, the IRB approved consent/assent
document(s) to be used when enrolling subjects can be found in the "All Attachments"
menu item of your E-IRB application. [Note, subjects can only be enrolled using
consent/assent forms which have a valid "IRB Approval" stamp unless special waiver has
been obtained from the IRB.] Prior to the end of this period, you will be sent a
Continuation Review (CR)/Administrative Annual Review (AAR) request which must be
completed and submitted to the Office of Research Integrity so that the protocol can be
reviewed and approved for the next period.
In implementing the research activities, you are responsible for complying with IRB
decisions, conditions and requirements. The research procedures should be implemented
as approved in the IRB protocol. It is the principal investigator's responsibility to ensure
any changes planned for the research are submitted for review and approval by the IRB
prior to implementation. Protocol changes made without prior IRB approval to eliminate
apparent hazards to the subject(s) should be reported in writing immediately to the IRB.
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Furthermore, discontinuing a study or completion of a study is considered a change in the
protocol’s status and therefore the IRB should be promptly notified in writing.
For information describing investigator responsibilities after obtaining IRB approval,
download and read the document "PI Guidance to Responsibilities, Qualifications,
Records and Documentation of Human Subjects Research" available in the online Office
of Research Integrity's IRB Survival Handbook. Additional information regarding IRB
review, federal regulations, and institutional policies may be found through ORI's web
site. If you have questions, need additional information, or would like a paper copy of the
above mentioned document, contact the Office of Research Integrity at 859-257-9428.
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APPENDIX H. QUESTIONNAIRE COVER LETTER
Dear Dalcroze Teacher:
Researchers at the University of Kentucky are inviting you to take part in a survey about
the impact of Dalcroze teacher-training in the music classroom. You are receiving this
survey because you have completed at least one level of Dalcroze teaching-training.
Although you may not get personal benefit from taking part in this research study, your
responses may help us understand more about the impact of Dalcroze teacher-training in
the music classroom. Some volunteers experience satisfaction from knowing they have
contributed to research that may possibly benefit others in the future.
The survey/questionnaire will take less than 15 minutes to complete.
Participation in this survey is voluntary. There are no penalties or loss of benefits for not
participating. You may discontinue participation in the survey at any time without
penalty or loss of benefit.
There are no known risks to participating in this study. Your response to the survey will
be kept confidential to the extent allowed by law. When I write about the study you will
not be identified.
Identifiable information such as your name, will be removed from the information
collected in this study. After removal, the information may be used for future research or
shared with other researchers without your additional informed consent.
I hope to receive completed questionnaires from at least 80 people, so your answers are
important to me. Of course, you have a choice about whether or not to complete the
survey/questionnaire, but if you do participate, you are free to skip any questions or
discontinue at any time.
Please be aware, while I make every effort to safeguard your data once received from the
online survey company, given the nature of online surveys, as with anything involving
the Internet, we can never guarantee the confidentiality of the data while still on the
survey company’s servers, or while en route to either them or us. It is also possible the
raw data collected for research purposes will be used for marketing or reporting purposes
by the survey/data gathering company after the research is concluded, depending on the
company’s Terms of Service and Privacy policies.
If you have questions about the study, please feel free to ask; my contact information and
my faculty advisor information is given below. If you have complaints, suggestions, or
questions about your rights as a research volunteer, contact the staff in the University of
Kentucky Office of Research Integrity at 859-257-9428 or toll-free at 1-866-400-9428.
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Thank you in advance for your assistance with this important project.
Please complete the survey by August 1st, 2020
Sincerely,
Holly Smith
School of Music/College of Fine Arts, University of Kentucky
PHONE: 515-231-3605
E-MAIL: holly.smith@uky.edu
Faculty Advisor: Dr. Martina Vasil
School of Music/College of Fine Arts, University of Kentucky
E-MAIL: martina.vasil@uky.edu
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APPENDIX I. FINAL DALCROZE TRAINING EXPERIENCE QUESTIONNAIRE
(DTEQ)
Start of Block: Block 1
Q18 This is a research project designed to investigate the influence of pedagogy training
in the K-12 music classroom. This questionnaire will take less than ten minutes to
complete and your voluntary participation is very much appreciated. All information will
be kept confidential and no name will be mentioned in the research report. Participation
in this survey is voluntary. By checking the box below and completing this survey, you
consent for the use of your answers to be used in the research project. Please answer all
questions to the best of your knowledge. Thank you very much for participation.

o

I consent to participate in this study (4)

End of Block: Block 1
Start of Block: Block 2
Q2 Your Name
________________________________________________________________

Q6 Music Teaching Experience (years teaching each grade level)

o Preschool (P3-P4) (1)
________________________________________________
o Elementary School (K-5) (2)
________________________________________________
o Middle/Jr. High School (6-7) (3)
________________________________________________
o High School (9-12) (4)
________________________________________________
o College (5) ________________________________________________
o Total Years Teaching (6)
________________________________________________
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Q81 Gender

▢
▢
▢
▢
▢
▢
▢

Female (1)
Male (2)
Transgender Female (3)
Transgender Male (4)
Gender Varient/Nonconforming (8)
Not Listed (5) ________________________________________________
Prefer not to answer (6)

Q82 Ethnicity

▢
▢
▢
▢
▢
▢

American Indian or Alaskan Native (1)
Asian (2)
Black or African American (3)
Hispanic or Latino (4)
Native Hawaiian or Other Pacific Islander (7)
White (8)

End of Block: Block 2
Start of Block: Block 3
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Q20 For the next group of questions, please select an age-group where you are most
experienced. Answer the remaining questions with this group in mind.

o
o
o
o
o

Preschool (P3-P4) (1)
Elementary School (K-5) (2)
Middle/Jr. High School (6-7) (3)
High School (9-12) (4)
College (5)

Q7 How often is non-extracurricular music scheduled for your students?

o
o
o
o
o
o

Once a week (1)
Twice a week (2)
Three times a week (3)
Four times a week (4)
Five times a week (5)

Other (please specify) (6)
________________________________________________

Q8 Length of music period in minutes

o
o
o
o
o

30 (1)
45 (2)
50 (3)
60 (4)
Other (5) ________________________________________________
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Q69 Please select all that you teach:

▢
▢
▢
▢
▢
▢

General Music (1)
Band (2)
Choir (3)
Orchestra (4)
Musical Theatre (5)
Theatre (6)

Q9 How do you rate the support you receive for your music program from:
Excellent (1) Good (2)
Average (3) Fair (4)
Poor (5)
Your
principal?
(1)

o

o

o

o

o

Other
teachers in
your school?
(2)

o

o

o

o

o

Parents of
the students?
(3)

o

o

o

o

o
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Q10 What amount of activities do you your students experience in music?
Above
35-50%
20-35%
5-20% (4)
50% (1)
(2)
(3)
Reading music (1)
Listening to music
(2)
Singing (3)
Describing music (4)
Playing instruments
(5)
Creating/Improvising
(6)
Moving to music (7)
Others (8)

o
o
o
o
o
o
o
o

o
o
o
o
o
o
o
o

o
o
o
o
o
o
o
o

o
o
o
o
o
o
o
o

below 5%
(5)

o
o
o
o
o
o
o
o

Q13 What kinds of assessments do you use for the class as a whole?
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________

Q14 What kind of assessment do you use for each individual student?
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
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Q44 Do you include instruction in listening to music as part of your curriculum?

o
o

Yes (1)
No (2)

Q50 How important do you think teaching music listening is in your music program

o
o
o

Very Important (1)
Important (2)
Not Important (3)

End of Block: Block 3
Start of Block: Block 5
Q38 Have you participated in Dalcroze training?

o
o

Yes (1)
No (2)

Display This Question:
If Have you participated in Dalcroze training? = Yes
Q80 How many Dalcroze training intensives have you attended? (experiential training in
the pedagogy of Dalcroze that ranges from one to two consecutive weeks, or longer, in
duration)

o
o
o

1 (1)
2 (2)
3 or more (3)

Display This Question:
If Have you participated in Dalcroze training? = Yes
Q70 During what year(s) did you participate in Dalcroze training?
________________________________________________________________
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Display This Question:
If If During what year(s) did you participate in Dalcroze training?&nbsp; Text Response
Is Displayed
Q30 Did you attend a summer program?

o
o

Yes (1)
No (2)

Display This Question:
If Did you attend a summer program? = Yes
Q31 In the summer program(s), how many days did you meet each summer?
________________________________________________________________
Display This Question:
If If In the summer program(s), how many days did you meet each summer? Text
Response Is Displayed
Q53 Each day, how many hours did you meet?
________________________________________________________________
Display This Question:
If If Each day, how many hours did you meet?&nbsp; Text Response Is Displayed
Q51 What institution(s) did you attend your summer program(s)?
________________________________________________________________
Display This Question:
If If What institution(s) did you attend your summer program(s)?&nbsp; Text Response Is
Displayed
Q52 Who did you study with during your summer program(s)?
________________________________________________________________
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q79 Did you attend a semester program?

o
o

Yes (1)
No (2)
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Display This Question:
If Did you attend a semester program? = Yes
Q32 In the semester program(s) how many days a week did you meet?
________________________________________________________________
Display This Question:
If If In the semester program(s) how many days a week did you meet?&nbsp; Text
Response Is Displayed
Q33 Each day, how many hours did you meet?
________________________________________________________________
Display This Question:
If If Each day, how many hours did you meet?&nbsp; Text Response Is Displayed
Q54 What institution(s) did you attend your semester program(s)?
________________________________________________________________
Display This Question:
If If What institution(s) did you attend your semester program(s)?&nbsp; Text Response
Is Displayed
Q55 Who did you study with during your summer program(s)?
________________________________________________________________
End of Block: Block 5
Start of Block: Block 6
Q34 Have you attended Dalcroze workshops?

o
o

Yes (1)
No (2)

Display This Question:
If Have you attended Dalcroze workshops? = Yes
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Q39 How many Dalcroze workshops have you attended?

o
o
o

1-5 (4)
6-10 (5)
11+ (6)

Display This Question:
If If How many Dalcroze workshops have you attended?&nbsp; Text Response Is
Displayed
Q67 Where have you attended Dalcroze workshops?
________________________________________________________________
Display This Question:
If If Where have you attended Dalcroze workshops? Text Response Is Displayed
Q68 Who presented the Dalcroze workshops you have attended?
________________________________________________________________
End of Block: Block 6
Start of Block: Block 7
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q35 Have you participated in online Dalcroze training?

o
o

Yes (1)
No (2)

Display This Question:
If Have you participated in online Dalcroze training? = Yes
Q36 How much online Dalcroze training have you participated in?
________________________________________________________________
Display This Question:
If Have you participated in online Dalcroze training? = Yes
Q37 What online Dalcroze training have you participated in?
________________________________________________________________
End of Block: Block 7
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Start of Block: Block 7
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q74 The following set of questions will ask you to identify and describe specific
experiences you may have had during Dalcroze training.
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q73 Describe activities you may have experienced during Dalcroze training that provided
you with specific knowledge to help students develop competencies and skills in music.

________________________________________________________________
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q75 Describe active learning opportunities you may have experienced while participating
in Dalcroze training.
________________________________________________________________
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q76 Describe any collective participation opportunities you may have experienced while
participating in Dalcroze training.
________________________________________________________________
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q72 Describe how your participation in Dalcroze training aligned with your teaching
philosophy?
________________________________________________________________
End of Block: Block 7
Start of Block: Block 11
Display This Question:
If Have you participated in Dalcroze training? = Yes
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Q75 The following set of questions pertain to the impact Dalcroze training has had on
your teaching practice and student learning.
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q45 One a scale of 1-10, with 10 being positively and 1 being negatively, how much has
Dalcroze training impacted your classroom practice?
0 1 2 3 4 5 6 7 8 9 10
Teaching of Rhythm ()
Teaching of Solfege ()
Discriminative Listening ()
Implementation of Movement ()

Display This Question:
If Have you participated in Dalcroze training? = Yes
Q46 What are the top 3 ways Dalcroze training has impacted your teaching practice?
________________________________________________________________
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q71 How has Dalcroze training impacted student learning in the music classroom?
________________________________________________________________
End of Block: Block 11
Start of Block: Block 8
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q76 The remaining questions are related to the impact of Dalcroze training on you as a
musician and as a music educator.
Display This Question:
If Have you participated in Dalcroze training? = Yes
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Q48 Prior to Dalcroze training, did you consider yourself to be a:
Yes (1)
No (2)
Proficient piano player (1)
Proficient musician (2)
Proficient teacher (3)

o
o
o

o
o
o

Display This Question:
If Have you participated in Dalcroze training? = Yes
Q49 After Dalcroze training, do you consider yourself to be a:
Yes (1)
No (2)
Proficient piano player (1)
Proficient musician (2)
Proficient teacher (3)

o
o
o

o
o
o

End of Block: Block 8
Start of Block: Block 10
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q71 What are the main impacts Dalcroze training has had on you professionally?
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q72 What are the main impacts Dalcroze training has had on you personally?
________________________________________________________________
________________________________________________________________
________________________________________________________________
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________________________________________________________________
________________________________________________________________
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q74 What are the main impacts Dalcroze training has had on understanding of the
Dalcroze approach?
________________________________________________________________
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q78 What prompted you to participate in Dalcroze training?
________________________________________________________________
Display This Question:
If Have you participated in Dalcroze training? = Yes
Q73 Please share any other comments or thoughts Dalcroze training has impacted you as
a music educator.
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
________________________________________________________________
End of Block: Block 10
Start of Block: Block 9
Q58 Have you participated in Orff Schulwerk training?

o
o

Yes (1)
No (2)

Display This Question:
If Have you participated in Orff Schulwerk training? = Yes
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Q61 How many intensive of Orff Schulwerk training have you participated in?

o
o
o

1 (4)
2 (5)
3 or more (6)

Display This Question:
If If How many intensive of Orff Schulwerk training have you participated in? Text
Response Is Displayed
Q62 What years did you attend Orff Schulwerk training?
________________________________________________________________

Q59 Have you participated in Kodály training?

o
o

Yes (1)
No (2)

Display This Question:
If Have you participated in Kodály training? = Yes
Q63 How many intensives of Kodály training have you participated in?

o
o
o

1 (4)
2 (5)
3 or more (6)

Display This Question:
If If How many intensives of Kodály training have you participated in? Text Response Is
Displayed
Q64 What years did you attend Kodály training?
________________________________________________________________
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Q60 Have you participated in Music Learning Theory training?

o
o

Yes (1)
No (2)

Display This Question:
If Have you participated in Music Learning Theory training? = Yes
Q65 How many intensives of Music Learning Theory training have you participated in?

o
o
o

1 (4)
2 (5)
3 or more (6)

Display This Question:
If If How many intensives of Music Learning Theory training have you participated in?
Text Response Is Displayed
Q66 What years did you participate in Music Learning Theory training?
________________________________________________________________
End of Block: Block 9
Start of Block: Block 4
Q27 What is your highest level of education?

o
o
o
o
o
o
o

Bachelor's (1)
Masters (2)
Postgraduate Study (3)
Rank 1 (8)
Doctorate DMA (4)
Doctorate Ed.D. (5)
Doctorate Ph.D. (7)
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Q77 Would you be willing to participate in an interview with the researcher for this
study?

o
o

Yes (1)
No (2)

Display This Question:
If Would you be willing to participate in an interview with the researcher for this study?
= Yes
Q78 Please provide your name and email address below.
________________________________________________________________

Q19 Thank you so much for your participation!
End of Block: Block 4
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APPENDIX J. INTERVIEW CONFIRMATION EMAIL
Dear Dalcroze Teacher,
Thank you for your interest in participating in phase two of my mixed methods study
about music teacher educator perspectives of the influence of Dalcroze training. The
purpose of this mixed methods study is to examine music teacher perspectives on and
experiences with Dalcroze training. During phase two of this study I will collect
qualitative data from a small number of phase one participants via interviews. If you are
still interested in participating, you will be asked to do the following:
• Respond to this email indicating continued interest in participating in phase two of the
study
• Read attached consent document
• Work with me to schedule a one-on-one, forty-five minute video conferencing interview
• Participate in one forty-five minute video conferencing interviews
• Review your interview transcript and initial findings and provide feedback to the
researcher
If you have any questions or concerns regarding this project, please contact us via email
or phone as listed below. If you have any questions, suggestions or concerns about your
rights as a volunteer in this research, contact staff in the University of Kentucky (UK)
Office of Research Integrity (ORI) between the business hours of 8am and 5pm EST,
Monday-Friday at 859-257-9428 or toll free at 1-866-400-9428.
Thank you for your consideration of participation,
Holly Smith
holly.smith@uky.edu
515.231.3604
Dr. Martina Vasil (Faculty Advisor)
martina.vasil@uky.edu
Dr. David Sogin (Faculty Advisor)
David.Sogin@uky.edu
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